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CHAPTER I
INTRODUCTION TO THE SEARCH FOR A VOCATION
Ainsi toute ma vie jusqu'~ ce jour aurait pu et n'aurait
pas pu etre resumee sous ce titre: Une vocation.

III.

P• 899
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A la recherche du temps perdu is a complex multifaceted novel.

It spans sixteen volumes and attempts

to deal with a panoply of themes and emotions, which
are examined separately and finally combined to show
the underlying relationship and basic unity between
seemingly isolated elements.

Childhood, memory, time,

love, music, art, sleep, society, the historic France
are major preoccupations of the narrator and occupy a
major position in the book.
But the chief preoccupation of the narrator
Marcel, is the search for a vocation.

A la recherche

du temps perdu has been defined by the critics and by
Proust himself as the story of an invisible vocation.
It is the story of an artistic vocation--the narrator
is outwardly searching for a career for himself;

he

feels that his talents probably lie in the field of
literature.

He wishes to be a writer--he has chosen a

creative vocation for himself.

This search for a voca-

tion manifests it0elf at a particular moment of history
in a particular society--it is the vocation of the
twentieth century artist situated within the framework
of a society in the midst of evolution •.
The novel points out the conflict between a
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genuine vocation and a series of false vocations represented by social life, love and friendship.

Marcel

seeks a means of achieving his goals in literature; coincidentally, the knowledge that he will attain concerning
the relationship between himself and the rest of the universe and the discovery of the composition of his own
essence, will be exactly the informotion that he needs
to become a true creative artist.

{Swann, a character

in the noveL epitome of Marcel, appears to represent
Marcel at a primary superficial level of perception.
Swann intends to write an essay on Vermeer; in actuality
he pursues his love affairs and social life.

Marcel is

sincerely searching for the means to achieve his task.
Swann will remain within the framework of temps perdu-lost time; while, even though at a snail's pace, Marcel
constantly will move forward by virtue of his vocation
towards le temps retrouv~--time regained, which is identified with la vraie vie.)
Actually, Marcel's search for a vocation corresponds to his search for la vraie vie, the search for
essential reality.

Marcel has an intuition that, be-

nea t,h the appearance of everyday reality,
mu~t

~::;omethinp;

exist that exroHes rPality a8 it really is,

stripped of ar1.:-1lysi0 and disguise.

Marcel

i~;

trying
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to arrive at an explanation or rationalization for
existence.

He is dissatisfied with everyday life.

Life as it is

e~perienced--the

mundane plane of daily

existence--appears to be unsatisfactory.

Certainly,

the actions required to live one's life among society
are shallow and meaningless.

Even deep relationships

of love and friendship appear to render no visible
explanation of the meaning of life on earth for man.
He searches his entire life for an answer to the meaning of existence, undergoing several crucial revelations at rare intervals, which enlighten him, give him
great pleasure, and eventually broaden his comprehension of the totality of reality.

He wishes to endow

his life on earth with a purpose and find a means to
ensure immortality.

Perhaps through literature Marcel

can penetrate beyond the appearances of everyday
reality and provide a rational explanation for the
existence of the individual.
Marcel wonders whether something exists that is
more real than that which normally confronts human perception.

Certain isolated kinesthetic sensations inad-

vertently produce pleasurable impressions in the narrator, conscious impressions of reality.

Marcel will come

to realize that these impressions, and the impression
yielded by the perception of a sensation experienced
simultaneously in the present and at some moment in
the past will expose the hidden, absolute reality of
the universe.

The essential moment reveals the essence

of things, and enables its recipient to reach his own
essential nature as well.
Marcel will come to perceive the existence of a
deeper reality throueh a series of experiences and progressive revelations.

Signs and sensations particularly

appear to conceal some mysterious truth and to raise
questions in Marcel concerning their origin.

The

mysterious, inexplicable profound joy that accompanies
these rare experiences finally determines Marcel to
seek their origin.
Marcel undergoes a multitude of varying experiences
during his life which cause him to question the existence
of
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deeper reality.

Each experience, different from

nny other, uncovers a nPw facet of reality and progressively brings him a little closer to the object of his
quest.

Marcel will undergo his first revelation when

he tastes a

~~tite

madeJeine--the little scallop-shaped

cake soaked in tea, which reincarnates reminiscences of
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Combray and brings about the realization that the
answer to some of the questions of life he is seeking
lies within himself.

Marcel unexpectedly has a second

revelation; the sensation of beholding the three
steeples of Martinville as he approaches them by
carriage travelling along a winding country road produces such an impression upon him that he feels compelled to reproduce what he hns seen and felt in the
form of a literary fragment.

Subsequently, Marcel

will come upon three trees as he approaches Hudimesnil,
which seem to conceal a profound meaning.

The three

trees appear familiar to Marcel; they seem to waver
between a distant moment in the past and the present
moment; the direction of the trees appears to spring
from within the narrator.

What he is seeking to dis-

cover seems to emanate from within himself.

These sen-

sations, impressions and involuntary memories will enable Marcel to uncover the existence of a deeper layer
of reality, of which he has had an intuition all his
life.
The work of art, an expression of the essence of
another h11man
lost time.

bein~

is also a

mean~

for recovering

The work of art will recapture past life,
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projected throueh the vision of its creator, who will
endow it with real life.

Marcel will discover the

essence of authentic reality by uncovering the essence
The creative artists of A la recherche du

of another.
temps perdu

ex~rt

a profound influence upon the life and

thought of the narrator.

The artists will shed light

upon what lies behind the world of appearances; by revealing their own essence they will make apparent the
hidden reality of the entire universe, according to
their own original perceptions.
It is also possible to perceive the essential
quality--l'essence gualitative--of people--the profound similarities that exist in a succession of indivictuals.

The Guermantes family exhibits throughout

the clan the same essential characteristics that make
them immediately recognizable as belonging to the
group.

/

.

Le genie de famille--the spark of similarity

which unites a group of people together who exhibit
certain recnrrin;: traits,

brin<~s

into prominence the

laws thnt eovcrn the behavior of people.

/

Le genie de

famiLLe is the pf'rmanent cell, that perpetuated unify-

ing force characterizinp; all. the members of that
dynasty.
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A series of successive revelations at the conclusion of the novel in Le temps retrouv6, demonstrates
to Marcel that it is possible, through the contemplation of the essence of things, to experience fragments
of existence withdrawn from time.

Time in the pure

state, a minute freed from the order of time, exists
untouched, rarified--the experience of the essential
moment by the creative artist enables him to create
from it what he will.

The essential moment is the

springboard which propels the artist to demonstrate
his unique vision of reality.
The vision of which Marcel has had intimations
all his life is finally revealed to him.

One may search

endlessly; however, there is only one truth and it is
instantly recognizable.
Mais c'est quelquefois au moment o~ tout nous
semble perdu que l'avertissement arrive qui
peut nous sauver;on a frapp{ ~ toutes les
portes qui ne donnent sur rien, et la seule
par o~ on peut entrer et qu'on aurait cherch~e
en vain pendant cent ans, on y heurte sans le
snvoir, et elle s'ouvre.l

l.

i'·farcel Proust, A la recherche du te~{s perclu, 3 vols.
(Po ri~~, Editions Gallimard, Bi blioth que de la
Pl~iade, 1954).
All subsequent references to Proust
are to this edition and will appear parenthetically
in the test.
. (III P· 866)
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The creation of a true work of art must begin at the
core of reality.

Commencing with the essence of things,

from the root of an impression, enables Marcel to pursue
his craft sincerely; he will be able to reflect through
his work of art the truth, the essential reality that
he has perceived.
e~sential

His vocation and his search for the

reality are one and the same.

The happiness that he has experienced at various
epochs of his life is given again to him, but this time
he is determined to search for the profounder causes of
the emotion evoked by these various sensations.
will contain a certainty.

The joy

Formerly, he was content

merely to savor the pleasure of an impression; towards
the end of a life of uncertainty, he is determined to
seek the origin of a series of exquisite sensations.
The signs and sensations that appear to particularly reveal the truth and to raise questions in Marcel
concerning their origin are always accompanied by a
my~terious,

profound joy.

Marcel will come to

that the rP.velation of a new truth,
the perception of a
ca~~ted

come~

unj~ue

from

real impression is fore-

by an inexplicable sense of
from deep within.

resultin~

r~alize

happines~.;

thGt

Marcel wishes to discover
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for himself the profounder causes of his emotions; he
is determined not to resign himself to a failure to
understand them.

The revelation that is finally given

to him carriee with its accompanying joy a certainty
that reinforces in his own mind the reality of his
literary gifts and even of literature.

Marcel realizes

that his task now is to interpret the various sensations as symbols of laws and ideas, by converting them
into their spiritual equivalent--a work of art.

His

past life, people, episodes, sensations and impressions
will be the material for his creation of a work of art;
Marcel will not be free to choose what he will fashion
into a work of art.

Impressions from his past life will

come to him inevitably but fortuitously; the true
artist will listen to his instinct, seize the impression
that he has received, and bring it to perfection in a
work of art.

The experience of the essential moment

will endow Marcel with the existence of nn absolute
reality, a reality that transcends time and space.
There are four creative artists in A la recherche
du temps perdu who profoundly influence and guide Marcel
towards his ultimate

~oal:

a total comprehension of

the essential reality, and the function that it will
serve for him; comprehension of the essence of self
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and jts universal correspondence serve as a springboard
for true artistic creation.

Bergotte, the writer, Elstir,

the painter, La Berma, the actress--an artist in the sense
of beinG a creative performer, and Vinteuil, the composer,
reveal to Marcel their hitherto unknown worlds, their
unique perceptions of essential reality and their own
essential nature as well.

Marcel will perceive that

transcendent reality can be comprehended through the
direct experience of the essential moment.

The creative

artist also reveals to another his personal essence and
the essence of reality through a clarified, refracted
vision of his work of art.
The task of any artist is to penctrnte beyond the
sensations, signs and symbols which constitute everyday
reality in order to decipher whatever truth there is to
read behind them.

The truth actually must emanate from

within the artist--it is synonomous with the essence of
things.

The sensations are outward indicators of the

presence of

underlyin~

laws--the creative force of the

universe which will be riven form and expression through
their spiritual equivalent--a work of art.
The work of art is pre-existent and exists in each
of us.
symbols:

lt is a mAtter of

lnterpretin~

In literature specifically:

the signs and
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••• je m'apercevais que ce livre essentiel,
le seul livre vrai, un grand ecrivain n'a
pas, dans le sens courant, a l'inventer,
puisq~'il existe d6j~ en chacun de nous,
mais a le traduire. Le devoir et la til'che
d'un 6'crivain sont ceu.x d'un traducteur.
(III. P• 890)
The sensations come to the individual at random,
he is not free to choose them; the coincidence of the
pnst and present occurring simultaneously, resulting
from one given sensation happens inevitably, but only
the artist has the genius or instinct to interpret and
convert them into a work of art •
••• il fallait t~cher d'interpre'ter les
sensations comme les signes d'autant de lois
et d'ide'es, en essayant de penser, c'est-~
dire de faire sortir de la p€nombre ce que
j'avais senti, de le convertir en un
6°'quivalent spirituel. Or, ce moyen qui me
paraissait le seul, qu 1 {tait-ce autre chose
que faire une oeuvre d'art? (III P• 878)
Man undergoes the experiences of daily living, but
only the artist is able to state the connection between
these

experience~.

He studies the objective phenomena,

extracts their common essence, and by demonstrating
their relationship, endows two separate objects, sensations or experiences of concrete reality with real
life--as reflected through artistic ereation--the only
life in consequence which can be said to be really
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lived.

Life thus defined, which is imminent in all men,

no less than the artist, but most men do not seek to
shed light upon it.

The writer, as well as any other

true creative nrtist1 can make the connection.
/

/

••• la verite ne commencera qu'au moment ou
l, e-;ri vain prendra deux obj ets di ff(rents,
posera l~r rapport, analogue dans le monde
de l'art a celui qu'est le rapport unique de
la loi causale dans le monde de la science,
et les enfermera dans les anneaux necessaires
d'un beau style; m@me, ainsi que l~ vie, quand,
en rapprochant une quali te· commune a deux
sensatiom;, iJ d~ap.;era leur essence commune
en les refunissant l'une et l'autre pour les
soustraire aux contingences du temps, dans une
metaphore.
(III P· 889)
The signs of art are non-material in the sense
that they unlock or lead to the imagination of something else.

These signs refract an essence rather

than to merely imitate the objective resentation.
The critic Deleuze explains the function of external
signs as forerunners of their spiritual equivalent.
Au coptraire, l'/\rt nous donne la ve'ritable
unit-e: united'un sit:,ne immate'riel et d'un
sens tout spirituel. L 'Essence est pr6'cise'ment cette unit·( du signe et du sens, telle
/ /
/
2
qu'elle est revel6e dans l'oeuvre d'art.

Gilles Deleuze, Marcel Proust et les signes {Paris,
Presses Universitaires de France, 1964) P· 35·
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The work of art has its own existence, independent of the signs and symbols that comprise it.

The work

of art reveals the essential nature of its creator.

Art

manifests the essence, the essential quality emanating
from the etre--la personnalit{ profonde-- of the artist,
made transparent and reflected in an authentic, unique
work of art.

Every unique work of art developed from

the essential reality of its creator is a new original
worJ.d.

Deleuze justifies the idea that a work of art

springs

fro~

the essential reality of its creator.

Une essence est toujours une naissance du
monde: rnais le s~le est c:ette naissance continuee et refractee, cette naissance retrouv'e
dans les mati~res ade'quates aux essences, cette
naissance devenue m(tamorphose d'objets.
Le
style n'est pas l 1 hornme; le style, c'est l'
essence elle-rrfeme.3
The essence of the artist is manifested through
the work of art which individualizes it and renders it
lasting and original.

Its originality emanates from

the unique manner that the artist makes use of the substance of his medium; for example, color for the artist,
sound for the composer, words for the writer.
to

Deleu~rn,

the manner in which the artist uses his

particu.Lar medium--the substance or matter that

3·

According

lbid., P• 43·
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communicates his essential quality--constitutes the
style of the artist.
/

L'art est une veritable transmutation de la
matiere. Le matiere y est .spiritualisee, les
milieux physiques y sont d~materialis~s, pour
r~fracter l'essence, c'est-~-dire la qualit~
d'un monde originel. Et ce traitemcnt de la
matiere ne fait qu 1 un avec le style.4
Every part of the

narrator'~'

remembered .Life will

be in some way touched by the arts and the young

man's understanding of his literary vocation will be
achieved in the broad light of art in general, rather
than with reference to literature alone.

An under-

standing of the essential reality of each artist, the
particular qualities of their unique world, the elements that constitute their individual essence, helps
Marcel to define the relationship between the artist
and his creation.

Within the novel, each guest

artist has specific realizations in Rn attempt to give
substance and presence to somethinf, that eludes the
narrator, which had been alluded to separately in the
three trees and the three steeples, and which will make
itself known to Marcel at the H~tel de Guermantes.

The

creative works by the artists of A la rechcrche du temps
perdu will reveal to

Lt.

Ibirl., P· 42.

Marcel how to make use of his
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revelations, the creation of a work of art, how the
work of art reflects the unique world of its creator
as well as the entire universe, and the relation between the great artist and his art.
Each creative artist of A la recherche du temps
perdu represents a progression in the life of Marcel
towards the discovery of the essential reality--the
basis upon which to build a true creative life.

The

principles of each creative artist are applicable to
Marcel who aspires to literature.

The four major

creative artists of the novel represent major branches
of artistic creation:
music.

literature, painting, drama and

Marcel will discover that the principles of

aesthetics are basically the same, and the verities of
one field can be applied to another.

But each creative

artist that Marcel encounters, whose work he comes to
know intimately, will reveal something essential to
him, vital to his ultimate comprehension of transcendent
reality.

The progressive revelations of each artist

seem to correspond to the progress that the narrator
has made towards his ultimate goal.

Marcel will first

discover that there is an underlying truth and harmony
to the allegedly superficial, pompous phrases of Bergotte.

20

The essence of Bergotte, who like any other artist
strives for perfection, is buried within typical idealized phrases, recognizable to Marcel.

La Berma embodies

the idea of perfection that Marcel senses to reside
within the various forms of art.

Her genius diffuses

the essence of her soul through the r6le and adds a
second layer of truth to the part.

Elstir will confuse

the viewer of his paintings; he recaptures on canvas
the first perceptions of the eye, before the process in
man that names things can begin to work.

The new im-

pressions of Elstir sometimes consist of a metaphorical
exchange of elements; the use of equivalents shows the
underlying relationship of all things and reveals the
basic unity of the universe.

Vinteuil will finally

demonstrate to Marcel that music most closely recaptures
the sensations experienced by a human being.

The music

of Vinteuil expresses the individual existence of his
soul, the inner reality of the artist, which reflects
the vast transcendent reality of the universe.
This thesis will attempt to describe the characteristics of each creative artist and to expose his
particular concept of reality.

This thesis will also

endeavor to demonstrate the progressive corresponding
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impact of each creative artist upon Marcel.

An under-

standing of what constitutes essential reality and how
Marcel came to finally discover it at the HStel de
Guermantes is vital to perceive not only the narrator's
realizations, but to understand the function that each
artist serves for Marcel.

Each artist perceives the

essence of things and has the genius to translate his
vision into a perceptible form.

Marcel will reach his

moment of realization when the essential reality is
revealed to him; the strivings of each individual artist
will become perfectly clear to him; their individual
concepts of reality parallel Marcel's revelations as he
comes upon them.
The series of sensations and impressions that
serve to enlighten Marcel shall now be examined in an
attempt to better understand not only the final realizations of Marcel, but also the inner workings, the
individual essence of each artist.

CHAPTER II
SENSATIONS, SIGNS AND IMPRESSIONS
Seule l'impress:ion, si chetive qu'en semble la
mati~re, 9i insaisissable la trace, est un criterium de verite, et ~ cause de cela m6rite seule
d'etre apprehendee par l'esprit, car elle est seule
capable, s'il sait en degager cette verite, de l'
amener ~ une plus grande perfection et de lui donner
une pure joie.

III P· 880
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Throu~hout

his life Marcel has had an intuition

that a reality exists beyond that which ordinarily confronts human perception.

This invisible reality is

not attainable through the realm of the intellect; it
·cannot be achieved by a conscious effort of the will;
it is not AUbject to customary concepts
space.

or

time and

Mnrcel senses that the universe is r,overned by

secret laws; he wishes to penetrate to the essence of
thinr,s to discover the unknown force that binds the
myriad elements which form the matter of the universe
together.

By what process can the essences sealed up

in material phenomena be made to reveal themselves?
An impression is produced when the

prc~ent

mo-

ment is united with a moment of the past that possesses
clements in common with it; the past and the present
are fused and it is impossible to tell whether one is
in one moment or the other.

This impression is a

segment of time in the pure state; it

reveal~>

the

essence of reality.
l~arcel

experiences an intimation of the existence

of a deeper reaJity, whJch commences the series of
revelations that lead him towards a total comprehension
of Ja vraie vie.

darcel lifts a spoonful of tea to
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his lips in which he had soaked a morsel of the
petite Jlladeleine. · An exquisite sense of pleasure invadcs his being; he cannot divine its origin, but he
realizes that it is in no way attached to the rational
analyses of his mind.

The sensation of tasting the

scallop-shaped cake soaking in

D

spoonful of tea fills

the narrator with a precious essence.

Marcel realizes

that the sensation diffusine itself throughout him is
his own being, his own essence; he has become the object of his quest.

./.

/

'' Il est clair que la veri te que

je cherche n'est pas en lui> mais en moi." (I. P· 45)
As he penetrates into the deepest

re~ions

of his own

consciousness, clearing away time and space, he comes
face to face with a state of pure being; he seems to
sense that this state will play a key role in unleashing the creative process.
Chercher? pas seulement: creer. Il est en
face de quelque chose qui n'cst pas encore
et que seul i1 peut realiser, puis faire
entrer dans sa lumi~re.
(I P· 45)
Marcel has an intuition that the creative life will be
his destiny, and that a pure state of being beyond consciousness will serve as the raw material for his creative efforts.
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Memory plays an important r-Ole at this instant.
The physical sensation of tasting the tea-soaked madeleine

t~igr,ers

the traversing of great spaces, and even-

tually evokes a time in the past, exactly as it occurred.
Memory evoked by a physical sensation will be another
element to the discovery of the essential reality.
Marcel cannot yet ascertain that the physical
sensation evoked by a tangible object will aid him in
his quest for self-realization.

The sensation of the

madeleine clarified the consciousness of the narrator
to attain its innermost depths and crystallized
memories of Combray.

actu~l

Marcel's mind wanders as heap-

preaches the brink of another meaningful encounter with
reality.

Marcel derives intense pleasure and a sort of

fecundity of mind from the contemplation of certain material objects.

He~gins

now to wonder whether, not

the pleasurable objects themselves, but the impression
evoked by intense concentration upon them mieht contain
some hidden meanine·
Je m'attachais a me rappeler exactemcnt la
lignc du toit, la nuance de la pierre, qui,
sans gue je pusse comprendre pourquoi, m'
~vaien~ semble pleines, pr~·t7 ~ s 'en tr' ouvrir,
a me livrer ce dont elles n'etaient qu'un couvercle. Certes ce n'{tait pns des impressions
de ce genre qui pouvaient me rendre 1' espe-
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ranee qui j 1 Dvais perdue de pouv0ir -@tre un
jour ecrivain et po"Erte, car elles d'taient
toujours lie"es 'a. un obj et particulier ct€pourvu
de valeur intellectuelle et ne se rapportant
ti aucune ve'rite"' abstraite. Mais du mains
elles me donnaient un plaisir irraisonne',
}'illusion d'une sorte de fefcondite' et par l'a
me distrayaient de 1 1 ennui, du sentiment de
man impuissanc e que j 'avais {i:)rouve'S chaque
fois que j 'avais cherchef un sujet philos9phique pour une grande oeuvre li tte'raire. ·Mais
le devoir de conscience eftai t si ardu, qtfe
m'irnposaient ces impre~sions de forme, de
parfurn ou de coul.eur--de t~cher d 'apercevoir
c e qui se cachai t derri'bre el le~:;, que j e ne
tardais pas ~ me chercher a moi-m-eme des
excuses qui me permissent de me de~ober ~
c;:es efforts et de m'efpargner cctte fatie;ue.
(·I p. 178)

Material objects appear to bA the outer coverings
of a secret treasure.

Marcel strives to perceive what

lies beneath these material objects, what secret they
will evoke.

Marcel is pessimistic about his vocation

at this time; in no way do the impressions that these
material objects produce seem linked to enabling the
narrator to become the writer that he hopes to be.
Marcel will shortly discover that he has mistakenly
analyzed the function of these impressions.
The unexpected sight of three steeples rising in
the distance along a country road as he approaches
Martinville-le-Sec by carriage fills Marcel with an
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affective sense of pleasure.
Au tournant d'un chemin, j',prouvai tout~
coup ce plaisir sp(cial qui ne ressemblait
a
' aucun autre,

.En..constatant,
...........................................
en notant la forme de leur

fl~che, le d~placement de leurs lignes, l'

ensoleillement de leur surface, je sentais
que je n'allais pas au bout de mon impression,
que quelque chose 6tait derriere ce mouvement,
derri~re cette clarte' quelque chose gu'ils
semblaient contenir et d~rober'a. la fois.
(IP· 180)
Marcel has

th~

feeling that the sunny luminous surface

of the spires conceal a secret; they have produced an
impression upon him that he wishes to

deci~her.

As he attempts to recover the vision of the
steeples, their physical outline seems to peel away
like a rind, and Marcel perceives that this impression
has a special significance for him.
Bientb't leurs lignes et leurs surfaces
ensoleille'es,
comme si ell
,
. . es avaient E{te· une
sorte d'ecorce, se dechirerent, un peu de ce
qui m1 e'tait cache( en elles m1 apparut, j 1 eus
une pensee qui n'existait pas pour moil'
instant avant, qui se formula en mots dans ma
t~e, et le plaisir que m'avait fait tout "a.
1 'heure (prouver leur vue s 'en trouva tellement
accru que, pris d'une sorte d'ivresse, je ne
pus plus penser ~ autre chose. (I P· 180)
/

For Marcel, the three steeples contain the
spiritual equivalent of a pretty passage.

Words are
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the translation for the inexplicable emotion of pleasure
that Marcel experiences at this time.

The impression of

the three steeples of Martinville yields an intense joy
in the narrator, which functions intellectually by
transforming its elf into words.

'l'he affective impact

of the objective elements--"les trois clochers de
Martinville"---produces the urge to create.

Thus, .

Marcel realizes that an impression may have an influence upon him affectively, creating an intense joy which
demands a form of expression.
expression will be words.

For Marcel, the mode of

This particular creative

artist will find that literature will be the form of
expression that reflects the essential reality of his
existence.
Sans me dire que ce qui etait each( derri'ere
les clochers de Martinville devait @tre quelque chose d'analoeue 'a une jolie phrase,
puisque c'(tait sous la forme de mots qui me
faisaient plaisir que cela mr6tait apparu •••
(I p. 181)

The incident of the three steeples of Martinville
provides an excellent example of the mechanics of the
creative process.

The artist receives an impression;

this particular impression, for one reason or another,
is unique to the perception of the artist and fills him
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with such a strong emotional response that he is
compelled to describe transpose, recreate, or reflect
upon it, endowing it with form.

Art, music, drama and

literature are among the various modes of expression.
The actual transposition of the creative moment into
its artistic metaphor serves the function of catharsis:
purging the artist of his obsession with the impression
and filling him with a profound sense of joy •
••• je me trouvai si heureux, je sentais
qu'elle m'avait si parfaitement cte"barrass{
de ces clochers et de ce qu'ils cachaient
derri~re eux...
(I P• 182)
The experience of the three trees of Hudimesnil prophesizes the legacy that will be Marcel's·

The narra-

tor will ultimately undergo a series of experiences,
which will ascertain his true vocation as a writer, and
reveal the particular method that impels his creative
life.

The three trees of Hudimesnil forecast the most

meaningful, the ultimate discovery of the narrator.
Marcel looks at the three trees.

He experiences

the same profound joy and pleasure that jnvades him
upon tasting the petite madeleine and upon writing the
little paragraph that expressed his joy upon the experience of the three spires.

As he perceives the three
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trees of Hudimesnil, which probably mark the entrance
to a shady road, he feels that, as he gazes upon them,
that he had seen them once before, they were familiar
to him at one time.

He perceives the trees simultan-

eously in the present and in the past.
Nous descenahnes sur Hudimesnil; tout d'un
coup je fus rempli de ce bonheur profond
que je n'avais pas souvent ressenti depuis
Combray, un bonheur analogue) celui que
m'avaient donnef, entre autres, les clochers
de Martinville. Mais, cette fois, il resta
incomplet. Je venais de'apercevoir, en
retrait de la route en dos d ''hne que nous
suivions, trois arbres qui devaient servir
d'entre"e ~ une all6e couverte et formaient
un dessin que je ne voyais pas pour l~ premi)re
fois, je ne pouvais arriver~ reconnaitre le
lieu dont ils e"taient comme detache"s, mais je
sentais qu'il m'avait e'ti'familier autr~fois;
de sorte que, mon esprit ayant tribuche ftntre
quelque anne'e lointaine et le moment present,
les environs de Balbec vacill~rent et je me
demandai si toute cette promenade n'e"tait pas
une fiction, ••• (IP• 717)
Like the three spires, the three trees appear to
be concealing something beneath their outward appearance.
Marcel must struggle to penetrate their surfaces.
Je recardais les trois arbres, je les voyais
bien, mais men esprit sentait qu'ils recouvraient quelque chose sur quoi il n'avait pas
prise, comm~ sur ces obj_7ts place'S trop loin
dont nos doigts, allone~s au bout de nntre
bras tendu, effleurent s~lement par instant
l'enveloppe sans arriver a rj.en saisir. (IP· 717)
The pleasure that Marcel experiences has no defi-
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nite object; Marcel is struck with the idea that he
must create the object of that pleasure for himself.
By attaching himself to the reality of that pleasure,
he could create something, he could begin a creative
life.

The trees appear to emanate from within Marcel.

Perhaps what Marcel perceives externally is an indicator of a greater reality originating from within the
self.

Marcel does not recognize the trees; he cannot

identify them as belonging to any part of his past.
Rather, perhaps they originated through the vehicle of
his memory, because he perceives them double in time.
They waver between some remote past moment and the
present moment.

The double vision of the three trees

forecasts the major revelation of A la recherche du
temps perdu.
The three trees produce an impression upon the
narrator.

The reality of the pleasure evoked by the

impression will form the basis of a true creative life,
existence liberated from all contingencies.

Marcel does

not specifically refer to words at this time as the
vehicle of expression.

Rather, the principal function

of the experience of the three trees is the new sure
knowledce that the pleasure evoked by certain meaningful
impressions will form the basis which enables him to

32

create a new true life for himself.

The source of

energy for the interpretation of impressions emanates
from the innermost resources of the narrator.
Ce plaisir, dont l'objet n 1 6'tait que pressenti' que j 'avais 'a creer moi-~e' j e ne
l'eprouvais que de rares fois, mais
chacune d 1 elles il me semblait que les choses
qui s'etaient passees clans l'intervalle
n'avaient gu~re d 1 importance et qu'en m'attachant ~ sa seule realite je pourrais commencer
enfin une vraie vie.
(I P· 718)

a

The essential moment which

consist~

of a moment

perceived simultaneously in the present and in the
past is alluded to, but not fully comprehended by the
narrator.

The mystery of the three trees and other

special moments will become apparent to Marcel when
the significance of the essential moment is revealed.
For the present, Marcel senses that the experience of
the three trees is linked to the

id~ntical

mystery

that will enable him to discover the means to a creative life.
The visjon of reality of which Marcel has had in-

timations throuehout his life is inevitably and unexpectedly revealed to him.

The past has acquired abso-

lute truth and reality.
Mais justement .la fafon fortuite, in~vitable,
dont la sensation avait ~te rencontree, contr'&Lait la verit-§ du pass6 qu'el.le res~rnscitait,
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des images qu 'eJle d6'clenchai t, puisque nous
sentons son effort pour remonter vers la
lumi~re, que nous sentons la joie du r6el
retrouvef: (III P· 879}
Towards the end of his life, after many years
that he considers wasted, his goals of finding the
reality in literature completely unrealized, Marcel
decides to indulge in the frivolous pleasure of attending

~n

afternoon party at the Hotel de Guermantes.

He

has a first conscious impression of reality as he is
about to enter the Guermantes mansion •
• • . je posai mon pied sur un pave qui E{tait
un peu moins e'leve que le prec"eaent, tout r:non
deeouragement s'evanouit dcvant .la mfune fdlicite gu 1 ~ divers es c(r.ioques de ma vie m' avaient
donn€e la vue d'arbres que ,i'avais cru reconncfitre dans une promenade en voiture autour de
Balbec, la vue des clochers de Martinville, la
saveur d'une madeleine trempee dans une infusion, tant d 1 autres sensations dont j'ai parle
et que les dernie-res.oeuvres de Vinteuil m'
avaient paru synthetiser. (III P· 866}
Marcel will experience the identical happiness that invaded him when he tasted the petite madeleine soaked in
ten, when he perceived the ttree steeples of Martinville,
the impression of which he felt compelled to trRnslate
into words, and when he perceived that the reallty of
this identical happiness would emanate from something
that he would create himself.

The emotions, the pro-
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found happiness remained the same in every instance; the
difference lay in the images evoked.

This same happiness

is given again to Marcel in a series of revelations--conscious impressions of reality.
Marcel experiences a profound sense of joy when he
trips on the uneven cobblestones in front of the H'8"tel
de Guermantes, when he hears a servant inadvertently
knock a spoon against a plate, while waiting to enter
the Guermantes party, when he wipes his mouth with a
stiffly starched

napkin~

when he hears water running

through a pipe, and again when he chances upon Fran}ois
le Champi in the Guermantes library--the favorite novel
of his childhood, which to him symbolizes the essence
of the novel.

These sensations occur in the present;

yet, simultaneously, each sensation evokes a fragment
of time in the past--a segment of past time.
becomes juxtaposed with the present.

The past

The sensation--

une sensation musculaire kine'sthetique--( Bonnet I I p. 93)
of, for example, tripping upon two uneven cobblestones
in the street, constitutes present existence and produces an impression--the impact of true reality.

The

fact that it triggers the imagination to recapitulate
the memory of an incident in the past--in one case, the
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memory of the uneven paving stones of St. Marks Cathedral in Venice are recaptured exactly as the narrator once stood there.

The two separate elements of

time, occurring at different intervals, merged by an
element common both to the past and the present, produces a moment situated outside time-extra-temporal-because it belongs simultaneously to both the past
and the present.

These sensations reveal the essence

of things--they constitute the essential moment.

An

unmodified fragment of existence withdrawn from time
frees man from the contingencies of time and allows
him to penetrate to the essence of things.

He has

discovered what is genuine, what he has felt reality
to be; he has had an original impression.
The signs through which these impressions
are manifested serve to banish doubt and discouragement, to restore Marcel's faith in himself after
years thus fnr unproductive as far as achieving his
vocation.

~very

previous sign and impression was mere-

ly a preparation for the great revelation that Marcel
ha~

just experienced.

36

The felicity that Marcel has experienced he now
realizes arises from the essential moment, when the past
encroaches upon the present, and the being deep within
himself can contemplate the essence of things, liberated
from the limitations of time.

The being that tasted

the petite madeleine, perceived the three steeples, and
beheld the three trees of Hudimesnil was extra-temporal,
like the essential moment, this being was not subject
to mortality.

Marcel must seize the impression, seek

to rediscover what is real in it, and begin to create
from it.

These impressions will be given to him inevit-

ably; his task is to convert them into a work of art.
The revelation of that which constitutes the essence of
things endows Marcel with the necessary tools to become
a writer.
When !'/la.reel perceives the essential reality

o:

existence, he is able to consider the works of art that
he has encountered throughout his life under the light
of this new knowledge.

Every creative artist whose work

of art sprinr,s from the essence of reality possesses an
extra-temporal self, who has been able to penetrate to
and enjoy the essence of things.

The creative artist

converts this essential state of being to its metaphor--
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the work of art--and renders the essence visible to
others.
We shall now study the four creative artists of
A la recherche du temps perdu whose essential reality
has been translated into their works' in order to arrive
at a comprehension of their individual essences and the
progressive impact that their unique perceptions of
reality have upon Marcel.

CHAPTER III
AN ENDOWMENT:

BERGOTTE

Je m'apercevais que ce livre essentiel, le seul livrc
vrai, un grand e'crivain n'a pas, dans le sens courant,
~ l'inventer, puisqu'il existe d~j~ en chacun de nous,
mais
le traduire. Le devoir et la ~che d'un
{crivain sont ceux d'un traducteur.

a

III P• 890
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Bergotte is the first creative artist to make an
impression upon Marcel.

Marcel avidly reads the novels

of Bergotte, then later will come to know him personally.
Bergotte will point out to Marcel the discrepancy between
acquired, preconceived notions of personality and phJsical appearance.

Bcrgotte does not appear to match the

physical impression that Marcel imagined of him generated by his writing.
Bergotte, through his capacity as a creative
artist, possesses an inner reality that spreads its
lir,ht over all that he encounters.

Bergotte takes

life itself, people and mores, sorts out their common
characteristics, and makes their relationships apparent.
His genius can transform seemingly isolated elements
into meaningful reality, perceiving the profound
similarities beneath the apparent

differen~es.

Marcel experiences the impact of true reality
when he comes upon certain idealized passages of Ber~otte.

Furthermore, Marcel can identify completely

with the writer; thP writings of the author seem to
echo many of his own thoughts.
Marcel discovers the elements of truth hidden in
the henrt of certain of Bergotte's

writin~s;

these

distilled gems are a transposition of the inner reality
of the artist, a transformation of what he had

p~rceived,

made visible through his abilities to make use of the
material of his craft:

life.

Words are the mode of

expressing his vision.
Bergotte represents the partial vision that Marcel
seems to be slowly acquiring of the deep hidden reality
that life holds for the sensitive young man.

As Marcel

grasps the secret of the essential reality behind the
style of the writer, he comes a little closer to reaching the means that will enable him to pursue his own
similar vocation:

literature.

The accent of Bergotte, most ephemeral yet most
profound, permeates his writing.

On the surface, his

style appears elevated, pompous, but lacking in content,
repetetive, full of esoteric, archaic phrases.

The

particular use that Bergotte makes of his words, the flow
of his words, their harmony and resonance, their connotations at a particular moment, gives the impression
that they belong to Bergotte alone; they reveal the
essence of that which really constitutes Bergotte.

An

apparent diversity of elements comprises his style, yet
these elements are common to every one of his books and
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seem to represent an idealized cross-section of his work.
Marcel will, in the process of reading Bergotte, identify
the common elements in certain passages of his work, and
realize that these related similar passages form a means
of identification of the author.

Furthermore, these

idealized passages will reveal the inner reality of
Bergotte to Marcel and prove that Bergotte is an artist
of the first rank.

Yet, the manifest vision, the style of Bergotte
appears deceivingly superficial.

It was observed of

Bergotte by Monsieur de Norpois, the distinguished
diplomat friend of Marcel's father, that the writer
was "un joueur de flute." (I p. 473)

Like a flute

player who plays his music aggreeably, Bergotte writes
beautifully, but with a great deal of mannerism and
affectation.

Bloch, Marcel's deprecating intellectual

Jewish peer, feels that fine lines of poetry are even
finer if they mean nothing; and the works of Bergotte,
in the opinion of society in the novel appear to fit
that classification.
"L'Art pour 1 1 1\rt. 11

Norpois calls Bergotte's style
{Ip. 473)--"Art for Art's sake.11

His prose consists of fine words strung together in a
harmonious manner--Bergotte has the knack of manipula-
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ting words harmoniously, with little regard for their
meaning, and with no particular message to convey.
books lack any real construction or solidity.

His

"Ses livres

......

pechent par la base ou plltdt il n'y a pas de base du
tout·"

(IP• 473).

Rather, his style is characterized

by sudden bursts of musical phrases, uncommon, rare,
archaic phrases that sometimes suggest the idea of
ancient classical sculpture, a sort of cheerful idealism, and a pomposity which animates and elevates his
style.

Simultaneously Bergotte would employ old-fash-

ioned1 familiar phrases in a medodious manner which
were pleasing to the reader.

A musicality permeated

his style.
Puis je remarquai les expressions rares 1 ,
presque archaiques qu'il aimait employer
c ertains moments ou un f lot cachef' d 'harmonie 1
un pr6lude int~rieur, soulevait son style.
(I p • 94)

a

The harmony of his phrases in his early works later
gave way to sudden breaks in the narrative; when the
author would be confronted with a work of art such as
a great cathedral or the revelation of some truth, he
would inject an "apostrophe'', an invocation, or a
prayer into his narrative.

Formerly these thoughts had

remained veiled, interior, beneath the surface of his
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When Marcel first reads one of Bergotte's novels,
the elements that he will later come to love in his
style are not readily apparent to him.

Marcel soon

realizes that the outward manifestations that comprise
the style of Bergotte are an expression of an inner state
whose significance he will eventually grasp.

Bloch and

M. de Norpois do not have the capacity or instinct to
look beneath the seemingly superficial elements of
Bergotte 's style as J\larcel does.

'!'hey interpret the

style of Bergotte at face value.

Marcel will perceive,

when he finally meets Bergotte personally at the home of
Swann, that Bergotte's style expresses his vision of
reality and that Bergotte is able to transpose reality,
reflecting the inner reality of his own essence and the
hidden reality behind objective phenomena as well.
Bergotte is a genius in the eyes of Marcel.

The author

dces not emanate refinement and good breeding; he does
not fit into the established patterns of society.

How-

ever, Bergott.e can g<rne beyond the hnbits of a society
that he docs not conform to, and transpose its behavior
into the written word,

recreatin~

for the world that which

is nnique to a particulrir family--le ge~ie de famiJ.Je--or to
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social group as they really are behind their fa9ade.
Bloch and M. de Norpois, reflecting society's opinion
generally, judeed Bergotte on the basis of the objective elements of his style alone, such as form, use of
certain words strung tcgether, mannerism and affectation.
M. de Norpois states authoritatively of Bergotte,
t!

Il n' emp~che que chez lui l 'oeuvre est infiniment

sup-e'rieure

a1

1

auteur.,, (I p. 474)

The work is greatly

superior to the writer; he does not realize, as Marcel
discovers, that the work is but a reflection of the
soul of the writer.

The work is the man; art makes the

man apparent.
Marcel quickly realizes, however, that Bergotte
is an original artist.

After reading only a little of

Bergotte, Marcel comes upon a passage that he isolates
from the rest; upon reading this passage, Marcel is
filled with a profound sense of joy that seems to come
from deep within him.

Marcel has stumbled upon the

essence of Bergotte; he has perceived that the

11

morce<Ju

id~al" of Berp;otte is the most reaJ, most essential

part of the writer; Marcel has received a real impression through the work oi' Bergotte; he has experienced
the impact of true reality.

The most real experiences
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that Marcel undergoes are always accompanied by
an intense joy--a profound happiness.

Bergotte

immediately proves his capacity as a f,reat artist to
Mnrcel on the basis of this impression.
Un de ces p~sages de Bergotte, le troisieme
ou le quatrieme que j'eusse isol( du reste,
me donna une joie incomparable~ celle que
j'avais trouvee au premier, une joie que je
me sentis eprouver en une re"gion plus profo~e de moi-m~me, plus unie, plus vaste,
d'ou les obstacles et les s~parations semblaient avoir ~te enleve'S. (I P· 94}
1

~e morceau id,af is the recurrence of certain

phrases or passages throughout the work of Bergotte,
rendered not exactly alike when repeated, but bearing enough of a similarity to be recoenizable after
reading the work of the author.

These phrases

assume a habitual, idealized configuration, because
they express the new findings of Bergotte, the discovery of new relationships.

Althoueh perhaps

superficial and charming, linear, bi-jimensional
on the surface, they acquire a new density and
volume

~hen

perceived with the sensitivity of Marcel;

he realizes that they are the expression of a truth,
a reflection of the essential reality of Bergotte.
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Je n'eus plus l'impression d 1 @tre en prefscnce
d'un morceau particulier d'un certain livre
de Bergotte, tra~ant ~ la surface de ma pensfe
une figure purement lineaire, mais plut&t du
morceau ideal de Bereotte, commun) tous ses
livres et auquel tous les passages analogues
que venaient se confondre avec lui auraient
donnef une sorte d'epaisseur, de volume, dont
mon esprit semblait agrandi.
(I p. 94)
"Le morceau ideal" of Bergotte has an effect upon
Narcel.

Unlike most of the phrases in the novels, an

encounter with one of these idealized phrases

~eems

to

open up and expand the mind of Marcel, make it more
receptive to the perception of these new truths.
Bergotte possesses great talent as a creative
artist on the merits of his style alone.
Bergotte expresses his unique vision.

The style of

His many ad-

mirers include Marcel's mother and Dr. Boulbon.

Like

Swann, they said of Bergotte:
C'est un charmant
a une facon 'a lui
cherch6e~ mais si
besoin de voir la
tout de suite que

esprit, si particulier, il
de dire les choses un peu
agr6able. On n'a pas
sir;nature, on reconnef:lt
c'est de lui. (IP· 99)

'l'he various clements \·Jhich constitute his manner of expression taken together form a unique talent, instantly
recognizable to whomever may come upon it.

The style
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/

of Bergotte1 so superficial, nprecieuxn and pretentious on the surface, actually reveals the essence
of the writer.

The style is the clue to the discov-

ery of what constitutes the real Bereotte, what it
is that makes Bergotte an excellent writer, a great
talent, perhaps a genius of sorts.

What the public

desienates as talent provides a clue to what Bergotte
will reveal to Marcel.

The public reads the works

of a new writer, may describe his work with certain
isolated adjectives.

Eventually, they come to rea-

lize that these descriptive terms add up to one thing:
a man of talent.
Nous sommes tres longs ~ reconna1tre dans
la physionomie particuli~re d'un nouvel
ecrivain le mod~le qui porte le nom de
grand talent dans notre musee des idees
gefnefales. Justement parce que cette
physionomie est no~velle, nous ne la.
trouvons pas tout a fait re333mblante ~ ce
que nous appelons talent. Nous disons
plutt6't originalite, charme, deflicatesse1
force; ct puis un jour nous nous rendons
compte que c'est justement tout cela le
talent. (I P· 99)
nergotte represents more than a man who is talcnted at his craft to Marcel.

Bergotte's art serves

at first as a literary ideal to the

youn~

Marcel, lend-

ing some confidence to truths discovered in their
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embryonic stages by Marcel, as an aspiring writer.
Marcel recognizes some of his own musings and philosophy
in the writing of Bergotte and immediately begins to
look upon the gentleman as a mentor and

fat~r •

••• il me sembla soudain que mon humble vie
et les royaumes du vrai n'~taient pas aussi
sefpares que j'avais crus, qu'ils coincidaient
m~e sur certains points, et de confiance et
de joie j e pleurai sur les pages de 1 '~cri ·· ·
vain comrne dans les bras d'un p~re retrouve.

(I P• 96)
Marcel expects to become a writer.

Thus far, except

for the instance of the three steeples of Martinville,
the sight of which causes him to transform his impression into written words, Marcel has experienced barrenness as a creative individual.

Marcel is beside him-

self with joy when he discovers that some of the
thoughts of Bergotte's were the same that he had expressed to himself, but had dismissed as being worthless.
Il arrivait parfois qu'une page de lui disait
les m~mes choses qui j•{crivais souvent la
. 'a ma grand'mere et a' ma mere
'
nu1t
quand je ne
pouvais pas dormir, ••• (IP· 96)
He feels that the quality of his own thoughts is inferior and that Bergotte's inspiration, because of his
talent as a writer, must come from a higher level.
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Nevertheless, the similarity of ideas between Marcel
and Bergotte sxikes the narrator and impels him to
continue in the direction of his literary ideal.
M~me

plus tard, quand je commencai de composer
un livre, certaines phrases dent la qualit~
ne suffit pas pour me decider 'a le continuer,
j'en retrouvai i 1 (quivalent dans Bergotte.

(I P· 96)
Marcel is searching for something that transcends the
limitations of pure form and a pleasant harmonious
style.

He wishes literature to be for him his means of

attaining the essential reality.

The artistic sense

dictates that he submit to the reality within himself.
The genius of an artist lies in his power to reflect,
rather than to reveal what is reflected.

The artist

must know how to become a mirror and in this way can
reflect his own life.

The constant self-repetitions of

Bergotte throughout his novels, the variety of phrases
expressing the same idea endlessly, become apparent to
M~rcel

upon reading the author.

Her~otte

essence:

The use of imagery hy

causes the explosion or revelation of his
that which constitutes the essential rea.Li ty

nf Bergottc becomes apparent through these phrases,

common to every one of his books.
The phrase-type is the typical phrase of Bergotte,
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the significant self-repetitions of the author, expressine elements common to every one of his books, but
expressed in different forms.

The phrase-type, actually

applicable to all the arts, yields a glimpse of a more
essential reality behind the actual language which the
artist uses.

It is a means of access into his world.

Bergott e will recreate the same world continuously.
The result is an enrichmont of experience which stamps
itself indelibly on Marcel's soul.

The essence of

Bergotte is manifested by the particular use Bergotte
makes of his words, the flow of his phrases, their harmony and connotations at certain moments yield the impression that they belong to Bergotte alone, express the
essence of what Bergotte's vision of reality is.
The impression that Marcel has built up of Bergotte through reading his work is radically different
from the actual physical appearance of Bergotte, "le
doux Chantre aux cheveux blancs." (I P• 547)

'l'his

crude-looking gentleman could not possibly be the
originator of the transparent beauty that comprises
his books·
hi~

Marcel is forced to reconstruct entirely

physicol impression of Bcrgotte, discarding all

preconceived ideas of him.

However, Marcel notes the
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correspondence between the speech of Bergotte, which
indicates the presence of thought behind what he is
saying; verbally, he strings images together harmoniously and uninterruptedly, which match exactly the parts of
his books in which his form becomes so poetic and musical; the physical presence of Bereotte manifests to
Marcel that human speech reflects the human soul, just
as the writing of Bergotte also is but an exteriorization of his inner reality, an expression of his essential
reality.
Dans certains passages de la conversation o"U
Bergotte avait l'habitude de se mettre ~par
ler d'une fa9on qui ne paraissait pas affectee
et de.plaisante qu r'a M. de Norpois, j 'ai e't€
long a d€couvrir une exacte correspondance
avec les parties de ses livres ou sa forme
devenait si po6'tique et musicale. Alors il
voyait dans ce qu'il disait une beaute plastique indefpendante de la signification des phrases
et, comme la parole humaine est en rapport
avec 1'4me, mais sans l'exprimer comme fait le
style, Bergotte avait l'air de parler presque ~ contresens, psalmodiant certains mots
et, s'il poursuivait au-dessous d'eux une
seule image, les filant sans intervallc comme
un mfune son, avec une fatigante monotonie.
De so rte qu' un d<ilii t pre'tentieux, emphati que
et monotone eftait le signe de la qualite
esthetique de ses propos et l'effet, dans sa
conversation, de ce
pouvoir qui produisai t dans ses livres la suite des images et
l 'harmonie. (I P· 550)

meme

Marcel poses a rather contradictory question to
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himself, when confronted with the striking discrepancy
between the physical appearance of Bergotte and the
mild and gentle wisdom expressed in his books.

He

wonders whether originality, an ability to express in
a unique fashion the radical and essential difference
that constitutes the individual writer is the factor
that separates one writer from another.

Concentrated

individual labor, hard toil may not be nearly enough
to produce an original work of art; the unique essence
of the artist must emanate from the creative effort.
But this notion of a contrasted essential difference
between two personalities appears rather pretentious
and unreal to a sceptical Marcel, who has not yet formulated any definite aesthetic theories.
Son oeuvre ne me semblait plus aussi inevitable. Et alors je me demandais si l'originalit6 prouve vraiment que les grands efcrivains
soient des dieux r~nant chacun dans un royaume
qui n'est qu'a lui, ou bien s'il n'y a pas dans
tout cela un peu de feinte, si les differences
entrc Jes oeuvres ne seraient pas le r~sultat
du travail, plutBt que !'expression d'une
diffcfrence radicale d'cssence entre les diverses personnalitcs. (I P· 549)
Bergotte is truly a creative artist because his unique
perceptions, the relationships that he perceived, especially in his own family were communicated to his
readers for posterity.

Bergotte showed that the speech
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of his brothers and sisters was exactly like his, their
elocution was similar, the way they dwelled on words,
inflected and emphasized certain words was the same as
the author's.

Bergotte possessed an additional charac-

teristic, rendering him superior to his family:

he was

able to extract the hidden reality, the truth by virtue
of his genius, to form the connection between these
seemingly unrelated elements in his mind, and transform
them into a work of art.

Bergotte epitomizes through

his eift of instinct the qualities of the original
artist.
Mais le genie, mfune le grand talent, vient
moins d'el~ments intellectuels et d'affinement
social sup€'rieurs
ceux d'autrui, que de la
facult"6' de les transformer, de les transposer.
(I P· 554)

a

Marcel also discovers that Bergotte is seemingly
moralistic, with a high regard for virtue, for what is
good and right; this philosophy is expressed in his
books.

In reality the personal morals of Bergotte did

not reflect the rigid views of his books.

Society

seemed to be growing more and more corrupt; at the same
time people had access to more information concerning
the lives of literary men.

But Bergotte no loneer seemed

to feel the obligation to perform certain practical duties
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that were required to live in society; the most pertinent form of reality for Bergotte consisted of the duty
of imagining other people's lives.
Peut-~tre, plus le grand ecrivain se developpa
en Bergotte aux depens de l'homme ~ barbiche,
plus sa vie individuelle se noya dans le flot
de toutes les vies qu'il imaginait et ne lui
parut plus l'obliger ~des devoirs effectifs,
lesquels etaient remplaces pour lui par le
devoir d'imaginer ces autres vies. (I P· 559)

Every fresh beauty of his work was a drop of the essential quality of Bergotte, the little drop of Bergotte
that was buried in the heart of a thing, which he had
distilled from it and extracted the truth.

To extract

the elements of truth hidden in the core of everything
by virtue of the genius of the great artist was called
11

faire le Bergotte 11 •

Every new truth was related to

and symbolized all the rest, bore a family likeness,
yet remained separate and individual, as was the act
of discovery that had brought it to the light of day.
Cette diffe'rence dans le style venait de ce
que le Berr;otte ctni t avant tout que.lquc e'16ment prd'cieux et vrai, each~ au coeur de chaque
chose, pui~ extrait d'elle par ce grand ¢crivain gr~ce a son genie, extraction qui etait
le but du doux Chantre, et non pas de faire du
Bergotte. (IP· 550)
The little phrases that appeared to transmit this
inexplicable dewy freshness, that contained that price-
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less element of truth, came to be known as

t1

Bere;ottisms. 11

The young writers of the day emulated and imitated him,
but could never attain his vision; they attempted to be
11

Berr,ottish,

11

to sound and write Jike Bcre;otte, but they

merely possessed talent and could never recapture the
special essence diffused by the eenius of

Ber~otte.

The

public, slaves to stereotyped impress_ons, were also unable to fully penetrate the profundity beneath his style.
When Bergotte was able to truly depict to his
readers the reality of the dull bourgeois household in
which he grew up--thc elements common to his speech and
that of hi3 brothers and sisters, their boring conversations, which revealed the essential ties that bound him
to them--on that day he transcended the limitations of
social class, refinement and even intellect, and manifested to the world the luminosity of his personality
and his genius as a writer.
De m&ne ceux qui produisent des oeuvres e;efniales ne sont pas ceux qui vivent dans le milieu
le plus d~licat, qui ont la conversation la plus
brillante, la culture la plus €tendue, mais ceux
qui ont eu 10 pouvoir, cessant brusquement de
vivrc pour eux-m€mes, de rendre lcur pcrsonnalit~
p~reille ~.un miroir, de teJle sorte que leur
vie, si m6diocro d'ailleurs qu'elle po11vait
.-et.re mondainemcnt et meme, dans un c er ta in sen[;,
inteJlectuP-llement parlant, r; 'y reflate, le
f'_;enie consistant ctans Jc pouvoir reflechissant
et non pans la <Jllalit6' :i..ntrinsegue du ~;pectacle
re'r1e"te.
( 1 P· 554)
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When Bergotte's great talent seems to have
withered, when he finds it increasingly difficult to
write in an original fashion, Marcel replaces his emulation of the literary talents of Bergotte with other
writers.

Yet Bergotte has served his purpose to

Marcel; the genius of Bergotte, although insufficient
and limited to his gift of expression, still has exposed the essential reality of this particular soul.
Through his style we have been able to perceive the
power of his genius, to reflect his inner personality.
Seul le style exprime l'-§:me, r~vcle, ~
ct6couverte le visage vrai de 1'6crivain et
non le masque nos yeux voient. (III P· 884}
A unique, original mind has been uncovered and
Marcel has gained access to the quality of that mind.
Cette vraie vie de Bergotte, la vie de
l'artiste, qui n'6prouve pas de devoir plus
grand que celui d'exprimer, d'imaginer d'
autres vies. (I P· 55$)
As Bergotte grows older and sick, progressively
colder and constantly itching, when he feels death
slowly overtake him, he reflects upon his creative
life.

As he is dying, he goes to view an excellent

painting by Vermeer at a local museum.

Bergotte is

especially taken with a patch of yellow wall "un tout
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petit pan de mur jaune" (III p. 187) on a certain canvas
described by an art critic in the newspaper.

The patch

of yellow wall seems to represent perf ection--a perfect
translation of the essence of the artist who painted
it--Vermeer.

The patch of yellow wall distills, re-

fracts the essential quality, the pure vision of its
creator.

As he dies, Bergotte weighs his creative out-

put against the little patch of yellow wall, the perf ection of which appears to point out to Bergotte his

own limitations as a creative artist.

Bergotte never

achieved the moment of perfection in his books symbolized
by the little patch of yellow wall.
C'est ainsi que j'aurais d'\} e'crire, disaitil. Mes derniers livres sont trap secs, il
aurait fallu passer plusieurs couches de
couleur, rendre ma phrase en ellemfune pr~
cieuse, comme ce petit pan de mur jaune.
(III P• 187)
It is only as he is dying that he grasps the
message of art:
Art.

one can achieve perfection only through

Art can translate and recapture the vision of the

artist perfectly, the distillation and purification of
a particular essence rendered by an artist and preserved for all time.

The artist submits himself to his

vision and attempts to project it as perfectly as poss-
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ible throuEh his work of art.

At the end of his life,

Bergotte seems to have grasped the meaning of his vocation and the perfection that he never nttained.

Bergotte

serves as a foil to Marcel who will ue ahlc to consummate
the ultimate achievements of Art.

Mnrcel will make the

same discovery when he realizes that J_jtcraturo will also
be his

mean~~

of cxprcssinp; the

e~;sent.J.al

reaJ ity thnt has

become npparent to him.
La vr<d.e vie, la vie enfin cle'couvcrte et
eclai re ie) la seu1e vie par con~=d5quent r6cll ement vefcue, c 'est la li ttera tu re; cet tc vie
qui, en un sens, habite ~ chague instant chez
taus les homrne~ aussi bien quo chez l'artiste.
Mais ils ne la voient pas, parcc qu'ils ne
cherchent pas 'a 1 1 ef"claircir.
(III p. 895)
The style of Bergotte has been 0n expre;,sion of
his essence, a manifestation of his vision.

The quali-

tative difference of Bergotte, the unique composition
of the individual elements that compose his personality
have been clarified and have cast their luminosity over
everythin~

Tl1e characteristics

that Bergotte perceives.

of the work of Bergotte are really a metaphor for the
components of his soul.

These characteristics con-

stitute his soul and express his vision.

The style of

the 1-1ri ter is the vision cf the writer made apparent.
i11 1arc0.l wil1

11nderstand better th;)n

J,l.

de llorpois, and

ovr:n the prclfmt.ious followers and imitators of Bergotte
thnt styJc reflects that inner reality of the writer.
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Notre vie, et aussi la vie des autres; car le
style pour J. 1 ('(crivain, aussi bien que la couleur
pour le peintre, est une question non de technique mais de vision. 11 est la r~ve"lation, qui
serait impossible par des moycns directs et
conscients, de la diffefence qualitative qu'il
y a dans la fa9on dont nous apparai't le monde,
difference qui, s'il n'y avait pas l'art, resterait le secret eternel de chacun. (III P• 895)
Marcel discovers that the style of Bergotte,
apparently Erlcieux and haughty, lacking in any visible
ctepth, does reveal the essential quality of the author.
Behind the physical and verbal facrde that constitutes
Bergotte, Marcel ber,ins to comprehend the power of the
word as a means of expressing reality.

He perceives

that Bergotte possesses special qualities that classify
his work as belonging to him alone, projecting his
vision.

Bergotte is able to find the similarities

between people and things.

The typical phrase that

seems to represent the essence of Bergotte and reappears in every one of his books is known as
morceau ideal.

le

Bergotte never achieves a perfect

style, which is the ultimate goal of every creative
artist but he is able to transmit through his style
the extent of his genius to the aspiring writer, Marcel.
Although Marcel will understand fully the message of
Bergotte only at the end of his life, Bergotte is the
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first artist to contribute to the development of Marcel
as a creative artist.

Marcel, who has intuitively per-

ceived that the message of les trois clochcrs de Martinyille--the three steeples of Martinville--was that a
real impression--a true contact with reality begs--to be
given a form of expression and can be translated into
a piece of art.

Words have become the mode of expres-

sion for Marcel; words have already been intuitively
Marcel's vehicle for expression of the truth.

CHAPTER IV
ANOTHER LAYER OF TRUTH:

LA BERMA

Telle l'interpretation de la Berma ~ait, auteur de
l'yeuvre, une seconds oeuvre vivifiee aussi par le
genie.

II P• 49
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The narrator of A la recherche du temps perdu
ranks La Berma in

BerEotte, Elstir1 and

importance\~th

Vinteuil; La Berma is a performing artist; the latter
are original creative artists.

Yet, La Berma serves

the same function as the three other creative artists
for Marcel:

she communicates to Marce.l the

ef;~;entinl

renl i ty of her m·rn unique vision> pecuJ iar unt(J herself>
communicated through her medium-actinr,.

She enables

Marcel to reRch the reality hidden beneath appearances.
La Berma will show to Marcel that it is impossible to receive a valid impression when preconceived
ideas block a clear vision of truth.

La Berma will

reveal the perfection of art--which Marcel avidly
seeks and which seems to evade him.

The perfection of

La Berma will consist of a complete absorption into
herself of all essential matter.
refracted

throu~h

This matter will be

the central ray, the genius of La

3erma, her extraordinary vis ion \'lhich reveals her
essence.
tj

La Berma reveals the univArsality of a par-

cularizcd emotion, fulfills the

pJaywright'~

original

jntentjons and adds a second layer of truth to the part,
liy dint of her p:enius.

LR Herma will manifest to

i·iarcel the .Lndividual nature of a real impression.

6J

When Marcel attends the matinee performance of
Phedre with his grandmother, upon the urging of M. de
Norpois, and permission reluctantly granted to him by
his father, Marcel will hear La Berma play for the first
time.

He has heard Bloch speak of the great actress;

he is familiar with the pamphlet of La Berma written by
Bergotte,who considers the actress a genius.

Marcel

goes to this first matinee performance of La Berma with
great anticipation and many preconceived notions about
the impressions that he will receive from her performance; he expects to derive from La Berma's playing the
revelation of certain aspects of nobility and tragic
grief.
Puis, attendant du jeu de la Berma des r~vf!
lations sur certains aspects de la noblesse,
de la douleur, il me semblait que ce qu'il y
avait de grand, de reel dans ce jeu, devait
1 1-&tre davantage si l'actrice le superposait
une oeuvre d'une valeur vefritable au lieu
de broder en somme du vrai et du beau sur une
trame mediocre et vulgaire. (I P· 441)

a

The projection of Marcel's imagination has
created in his mind a myth or mystique about La Berma.
He has elevated the actress to a superhuman level.
actress herself is not really human; she becomes a

The
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tragic character from Racine and she will reveal certain superhuman characteristics in her acting.
La Berma, because of the heroic characteristics
attrihuted to her by the imagination of Marcel is aptly
suited to interpret the plays of Racine; she should lend
her talent only to works of merit matching her extraordinary emotional capacity; she should not deign to
appear in mediocre melodramas.
Furthermore, Marcel's concept of La Berma requires that she lend her great talent to the classic
plays which he already knows by heart.

Marcel had

read and reiread the works of the classical playwrights
until he had committed them to memory.

The content of

the great classics alone in Marcel's mind are worthy
vehicles to accommodate the talent of the great actress.

The classics are empty containers waiting to

be filled with the talent of La Rerma, who will unfold
the genius of her

interpretation~

the expectant Marcel •

•.• les oP.uvres rtnciennes que je savais
par coeur, m1 apparaissaient comme de
vastes efspaces refservcs et tout pre'ts
ou jc pourrais apprefcier en pleine libert6
les inventions dont la Berma les couvrirai t, comme ~ frcsque, des perpetuelles
trouvailles de son inspiration. (Ip. 441 · )

Marcel expects to derive from the actine; of La
Herma something different and more meaningful than
sheer pleasure; he seeks to be made known to him
truths pertaining to a world more real than the one
in which he lives.
. d eman d ais
. a' cette matinee,
. /
••. ce que Je
c'e'tait tout nutre chose qu 1 un plaisir:
des ve'rit§s appe1rtenant
un monde plus
re.el que celui o'U je vivais' et desquelles l'acquisition unc fois faite ne
pourrait pas m1-B'tre enlev{e pnr des
incidents insignifiants, fussent-ils
douloureux .j-_mon corps, de mon oiseuse
existence.
(IP· 442}

a

He is actually searching for more than new
truths.

Somehow the acting of La Bcrma, before he

has even witnessed it, should carry with it a notion
of perfection.
A toutes ces raisons, je confrontais,
pour decider ce qui devait l'emporter,
1 'idefe, invisible derri~re son voile,
de la perfection de la Berma. (I P· 444)
A notion of perfection, invisible and undefinable but linked to something real
i-iarcel
11

IIC'las !

i~..>

obn~sses

Marcel.

greatly deceived at this first performance.
cette premi~re matin~e fut une grande
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defception."

(I P• 445)

He feels th~t the perception

of new truths will yield a feeling of pleasure.

Actu-

ally, the pleasurable sensations that accompany a real
impression precede the reception of the newly-discovered
phenomena.

Every valid experience of truth undergone

by Marcel assumes that order.

Marcel experiences a

supposed perception of truth during La Berma's performance--this new perception is swiftly followed by pleasure.

Marcel does not experience a real impression at

this first matin~e, and his disappointment, not yet
comprehensible to him, is certainly justifiable.
Tout au plus, le plaisir que j'aurais pendant le spectacle m'apparaissait-il comme
la forme peutL~re necessaire de la perception de ces verit{s. (I P· 442)
Marcel senses that a feeling of pleasure possibly
accompanies new truths; however, many factors intervene
which prevent the reception of a real impression for
Marcel at this time.

Marcel experiences pleasure upon

seeing the little square in front of the theatre, upon
seeing the theatre attendants; he is happy in the
theatre itself, and when he feels the onset of the performance of Phedre.

Although that representation of

Ph~dre may nave emitted the radiance of a transcendent
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reality, Marcel does not sense that La Berma has added
anything to the part.

He tries to isolate the various

elements of her performance, seeking to arrest what is
beautiful, meaningful, worthy of further study.

Unfor-

tunately the entire performance falls short of Marcel's
expectations.
Je l'efcoutais comme j'?urais lu Ph~dre, ou
comme si Ph~dre elle-meme avait dit en ce
moment les choses que j'entendais, sans quc
le talent de la Berma semblRt leur avoir rien
ajoutd~
J'aurais voulu--pour pouvoir l'approfondir, pour t-fu:her d'y decouvrir ce qu'
elle avait de beau--arr~er, immobiliser
longtemps devant moi chaque intonation de
l'artiste, chaque expression de sa physionomi e • ( I p • 449 }
Marcel has not been a proper receptacle for the absorption of new impressions or truths.

His mind is filled

with intellectual notions, abstract ideas of classic
interpretation, and an idealized concept of the actress
herself.

He desires so intensely to acquire new revela-

tions, that he finishes by experiencing only an obligatory sense of admiration of the actress, resembling
what he senses is coming from the rest of the audience.
Enfin 6°clata mon premier sentiment d'admiration:
il fut provoquef par les applaudissements
fre'ne'tiques des spectateurs. (I p • 1+50}

When Marcel hears La Berma perform Ph~dre for the
second time, he swiftly and concisely comprehends why
the first representation fell short.
Je pensais tout~ l'heure gue, si je n'avais
pas eu de plaisir la premiere fois que j'avais
entcndu la Derma, c'est quc, comme jadis quand
je retrouvais Gilberte aux Champs-Elys~es, je
venais a el.le avec un trop grand d~sir.
(II P· 49)
Marcel had still not abandoned the vague thoughts of
the perfection of La Berma that had influenced his concept of her first performance.

Marcel dwells on the

reoccurring idea of perfection at various intervals
during his life.

Its meaning evades him, but Marcel

seems to sense that the idea of perfection somehow
emanates from the core of things, is linked to a central
point, which will explain many of the mysteries that

thus far had not been linked together.
Et n@me dans mes d6sirs les plus charnels
toujours orientes d'un certain c-B'te')' concentres auteur d'un m-&ne r~ve, j'aurais pu reconna'l'tre comme premier motcur une idee, une
idee
J.aqueJ.Je j I aurais sacrifi{ ma Vie> et
au point le plus central de laquelle, comrne
dans mes revcric8 pendant les appresmidi, de
lecture au jardin ~ Cornbray, 'tait l'id6e de
perfection. (II p. 46)

a

Unexpectedly, the second time that Marcel hears
La Berma play Phedre, the essence of the perfection
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that he had so greedily sought and its significance
is suddenly revealed to him.

The perfection of La

Berma lies in her ability to become one with the r'ole.
Former!~

when Marcel heard an actress play a part, he

would attempt to subtract the talent from the role,
seeking to isolate the essential reality of the tnlent
of the artist.

Jn the case of La Bermn 's second per-

formance, this abstraction of talent was imposssible.
Le Berma is no longer an actress playing a role; she
has become the part that she is playing; she is Phedre.
Mais ce talent que je cherchais ~ apercevoir
en dehors du r'Oie, il ne fah;ait qu' un avec
lui. (II P· 47)
Marcel can no longer separate diction, gestures, attitudes; he cannot perceive intentions and effort on the
part of the actress.

La Berma had internalized the ob-

jective elements necessary to create a r0le, absorbing
all relevant external factors into herself, completely
eliminating all extraneous matter, so that not one
factor superfluous to a total identification of the
actress with the part remained.

This absorption of

externals, the attitudes that she had built up of
Ph~dre,

U10 reasoninr;:. that p:,o into the crention of n

character had become· part or the actress and were mnni-
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f ested externally by a sort of radiance in which the
original deliberations were lost.

All external ele-

ments, voice, Dttitudes, gestures, veils, pagan gods,
lost their individual characteristics and were diffused
into the embodiment of an idea perfectly created:

the

reincarnation of Ph~dre.
La Berma is an actress--a great tragefdienne-judged by her contemporaries to be the second ereatest
livin~

actress of the day.

An actress, technically, is

considered to be an interpreter of an original artistic
creation--merely a window or mirror that exposes the
essential reality of the playwright.

The great inter-

preter of the works of another is an original artist in
his own right; the music of the composer, the role in
the play are but the material that the creative interpreter employs to make apparent his own essential quality as well as that of the original maker.
There are two progressive dimensions to the creative interpreter.

The

~reat

pianist, actor, or dancer

is a mere instrument, exposing the blaze of genius of
the creator of the original work; one Joses consciousness of the presence of the great pianist, for example;

·~

a w.indow opening upnn n rr0nt work of nrt.

l

llr hn:_::; be-

come one \•1ith his art in h]s involvement with .i.t.
Tel. pour un r:r(lnd musicic>n ••• son jcu 0st
I ll rJ ~ U g r (1 l1 d pi rt l1 i S t e q \l I () l1 n P. ~-in i t. mem e
p.lu~: du tout ~i cot artiste P~;t pi;rni~>t0,
p:1rce quo ••. cP jP.u est devenu ~d t.rrrn:;ptu·0nt,
~d rcmpli <if' c1~ qu'i.L int.erpret..e quc luid

me':.lc On nc .LE' Voit plUS>

Pt

<iU'iJ. n 1 est pJUG

qu'unc fenetre qui donne ~ur un chef-d'oeuvre.
(IT P· h7)
Yet, at the same time the great interpreter adds

Di ver~;e

another layer of truth to the performance.

elPments, rich and compJcx, unique unto the performer,
combine to produce on orip;inril intc rprctation:

the

voice, at t.L tu des, r:es tu res of Ln Bcrm;;i as she crea tc~;
Phedrc; the rnisinr of her arm to the shoulder in a
certain fashion, the white veils of her costume, clinginf and tenuous, endowed with a life of their own, may
combine to embody nn idea--the purification, rarification of a soul made apparent by the transparency of
Lhcs e el em en ts.

Th csc di ff r:rent su bf; tone 0,[j have been

refracted by the fire that piercc>s the centr:J.J core of
IJ0l0uz~

de~crj be~.>

thr> pc>rforrn;rnce

of Lri Derm.g in his book ,'•,orcel Prow;t et l es
f0Jlo\-J0:

::.;if~nes

u['
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Mais ses r;estes, au lieu de tcmoigner de
connexites muscu.Laires, forment un corps
transrarent qui r~fracte une essence, une
Idefe. ·
La Berma is Pbedre;
her actinc is so transparent,
'
she is so able to fully interpret the role,

fulfillin~

all the possibilities that Racine intended for its
tra~ic

heroine.

The capacity of the creative performer

matches the VRstness and depth of emotional content of
the r&le.

Nevertheless, La Berma plays Ph8tire; in

addition to the total realization of Phedre, as Racine
created her, La Berma adds the unique fire of her own
genius to the rb'le, her own essential quality, diffusing
the special essence that constitutes her interpretation
of the noblest and most tragic emotions.
Tel.bl 'interpr€tation de la Berma e'tait,
auteur de l'oeuvre, une seconde oeuvre
vivifiee aussi par le g6nie. (II P· 49)
La Berma has become one with the part; she has
attained the perfection of a total identification with
what the playwright intended.

Simultaneously the

various elements that went j.nto the composition of her
interpretation have stratified, creating not opaque

l ·

Deleuze, P· 35·
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layers covering the soul of the artist, but additional
envelopes of transparency displaying the soul that had
assimilated them in even greater splendor, the soul had
been diffused through them.
burned more

bri~htly

lucent loyers.

The soul of La l3erma,

and quickly through these trans-

The soul of L::i Bermo, cxteriorizcd

throur,h her interpretation,formed an additional layer
of truth to the work of Racine.
The creative artist struggles to penetrate,
through the vehicle of his talent, beyond the everyday
world of names and things, to reach his basic feelings
and release them through his art. La Berma, through
the interpretation of a r'ole in her unique manner, produces an original impression, unlike any impressions
existing in the storehouse of ideas of a particular
individunl.
L'i~pression que nous cause une personne, une
oeuvre (ou une interpreftntion) fortement
caracterisees, est particuliere. (II P· 49)

La Berma, in revealing her particularized view, in communicatin~

her impression, reveals not only her individ-

unl universe;
itseL.r.

~he

Iler task

rnveals the essence of true reality
::i~-,

a creative pcrformnr, to penetrnt,P.
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beyond matter, beyond ordinary experience, is equivalent to the burden of any other original creative artist.
Ce travail de !'artiste, de chercher ~ apercevoir sous de ln matiere, sous de l'cxperience,
sous des mots quelque chose de different •••
(III P· 896)
La Berma has presented Marcel with a real impression; that which she has created is unique, peculiar to
her alone, distinctly individual; it possesses no intellectual equivalent.

Abstract ideas, analysis and

reasoning, names that we may give the impression cannot
really serve it.

ln our storehouse of ideas there is

nothing that corresponds to an individual impression.
It is a completely new rendering and cannot be classified according to existing systems.

When Marcel heard

La Berm'a first performance, his applause actually
sprang from his preconceived ideas, from what he expected La Berma to reveal.
pleasure of

receivin~

Marcel experiences the

a real impression during the

second performance of La Berma when he least expected
it.

This real impression brought happiness to Marcel

and resulted in the discovery of a truth:

Marcel real-

ized that an impression carries with it an individuality
peculiar to it which reflects also the individuality of
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Pou:; nvon~; arrort..6 avec nou;, le~; j dl.e!.; de
Dr.nut{, lar~':(~ur· cfo ~•trle, t'<lthetiguo, que
n'ous pourr:iuns ~ la rir;ueur ;ivoir 1 'jllusion
de reconna'i'tre d<"ns ln bc:ina.Li !.~· d 'un tnlcnt,
d'un visa~e rorrccts, mnis notre esprit
nttentif a devant lui J 'inslstance d'unc
~orme dnnt il nc ro~sede. p~[> ct' 6'qui vnlent

intcllectuel? dont .Ll lui 1aut degagcr
l'inconnu.
(11 r· 49)
L;-i Berma also

performer for
ti.on.

hi~>

~>110'.vt;

to Marccd that the work of

rn<1::-; tnrpicc e of c rca ti vc interpre ta-

The rLny itself necct not be an important one for

the talented performer to diffuse

hi~

unique essence

throur;h the r6'le and crente a masterful interpretation.
La Derma is as marvelou~ in the inconsequential
Ph~dre

that follows

play

as she was in Racine's masterpiece.

T·iarcel perceives the unique qualities tlrnt constitute

the essence

<)f

The essence of La Berma en-

Ln nerrnn.

dows the material of her medium--the words assiened to

equal val uc j her

reality.

0~;~3ential

She creates

consi stj nc of

relev~rnt

G

quality .Lnvcs t~> them with

conci~.e mcanin,:~ful

universe

emotions communicated to an

audience in her particular style.

.J e comprh> al ors

quP

.1 1 oeuvre d<> l 1 (;cri va:i n

{l'Otalt pour la t..r;1ge'dien11e qu 1 une maticre,
D pt~u fires ln,iiff6rente en soi-m~e, pour
la cr€ation de son chef-d'oeuvre d 1 interpr6tation, comme le Grano peintrc que j'avais
connu
Dalbec, l~tir, avait trouve le motif
de deux tableaux qui ~3e vaJ ent,, dnns un b(-ltimcnt ~colaire snns caract~re et dons une
cathe'drale qui e~;t, p~r e.l J.c-rnC'tne, un chefd 'oeuvre.
1-:t cornmc 10 peintrc di~;sout rnaison,
charette, per~;onnnr:es, dan~; ciuclque r.;rnnd
effct de lumiere qui les fait hornogencs, .La
Berma L~tcndni t de vns tes n<1ppes de /terrPtir 1
de tendresse, sur .Les mots fondus ~ealement,
taus
apltlnis ou~ releve's, et qu .....1 unc artiste
/
mediocre eut detache'S 1 1 un apres l'autre.
{II P· 51)

a

La Berma diffuses her special essence over all
that she touches creatine vast effects of one emotion
or another.

Ju5t as a painter creates

impres~ions

with

colors, La Berma creates effects with emotions, revealing their universal applicability.
La Berma savait introduire ces va~tcs
imnges de douleur, de noblesse, de passion,
q~i ctnient ses chefs-ct 'oeuvre -a. cl le, et
ou on la reconnaissait commc, dans des portraits qu'il a peints d'apr~s des mod~les
diff/rents, on reconnaft un pcintre.
(II P· 52)
La 13ermCJ, in bringinp; to lirht the basic emotions
of 1 ifr,,

rnnf~nificci,

!--dons, which
all mankind.

particul::irized, rendered

:_;ymboJ j ze

the

fef~J

i

nr:~;

and pa::;~;i

larr~er

on:_; for

La Be rma m;:rnlfes ts what i•1arccJ will dis-
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cover for himself in Le temps retrouve'.
La valeur objective des arts est peu de chose
en cela; ce qu'il s'a~it de faire sortir,d'
·'
amener "a la 1 um1ere,
ce sent nos sentiments,
nos passions, c'est-a-dire les passions, les
sentiments de tous. (III P· 907)
La Berma convincingly communicates the essence of
a basic human emotion such as grief.

In becoming one

with grief, completely absorbing the components of
grief, she diffuses the universality of grief, renders
it comprehensible to the spectator.

The stroneest

emotions can be transcribed into a lanr,uage that is
universal.

That which survives must have the power

to become universal; La Berma illustrates to Marcel
that great artistic achievement has a universal significance.

The message of a great work of art, par-

ticularized, original, carries a message for all of
mankind.

11

g~n6ral •••

puisque rien ne peut durer qu'en devenant
11

(III P· 905)

La Berma has been able to

observe actions of human conduct and their accompanyin.r; emotions that the individual cannot ordinarily
perceive, transmitting Lheir essence into the universaJ.
essence, transcribing ordinary behavior into universal
behavior.
the general

La Berma, in her ability to conceptualize
emanatin~

from the specific, brings about

/f

n new perception of the truth.

The extrnordinnry tc1J ent of L[I Herma, completely

synonomous with the part that she pJnys, Gerves to communicatc an essence, the essence or dJffusion of soul
that. is Lei Bcrma.

The vnrious c.Lerncnts which combine

to constitute the unique taJ ent, the

~~tyJ

e thnt

La Herma, serve to make more appnrent, more

i~;

trnn~>J

uccnt,

purer and more transpnrPnt, the essential ciuality of

LA Bermo, a macked Jndividua.Lity pecuJ:i.nr only to her
style--rcvcaJed by her r;cnius.

The mnttcr, the eJe-

rncnts of the style of La Bermn, aro refracted by her
renius and projected through her style.

La Rcrma

attnins her mnment of perfection in the faithful

tran~_:;

'

lntion of the charRctcr Phed..!:.£ as concrd vcd by H.acinP.
Her talent ndcls the

vi~_;ion

that she has conceived to

the rfrle, at the same time communicating her essence,

her view of the world through a masterful recreation
of the basic emotion5.

In this way, La Berma reveals

her conception of the world.
same~

Dcleuze expresses the

thoup;h t:

Lf' mond0 envPLoppf'! tie l'e:;~;cncc /~:3t toujours
un comm0ne0mP.nt du )·lomle r.n J~frwrnJ, un comffi('n•~

ement de J 1 uni v0rf>, un r:ommenc cm en t
c (I l ; I h ~:; r)) 11 • /

....

')

.

l Jc~ 1 e u z e

, p•

39 •

rridi-
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La Berma

crente~:;

a new meaninr;ftl.l universe.

ln

diffusing the radi"1ncc of her soul through the various
clements thnt comprise her interpretation of a role she
offers an individual rendering consisting of new original clements.

Every interpretation of a !'0-le by La

fkrrrw. in which her

es~~cnt1al

quality is made visi blc is

a new version of the universe, a universe unto

it~clf.

ThP. unique world of Ln Bcrmn, which is a fnitllful
rendcrine of her oririnal

concept~,

communicates her

essence, the special qualities indigenous to emotion
that constitute Ln Hermn.

The special essence th;it is

La Berrna is part and parcel of a larger reality; when
she

creates her own unique world,

~;he

reveals the

essence of the universe as well, a vast transcendent
reality.

The interpretation of La Rermn is unequivocal

and absolute.

It is n rebirth,

re~eneration

a recrea-

tion of the Universe by an original maker.
Th0. rP.su.L t

:i~~

thnt

Marcel 'r~ perception or method

of scrutiny of this pnrticulnr crentive artist is essenti<i Uy the snmc a:.:;

yie.Lds a r<I inpsc of
actu.:i.l

for ol.l other formr; of art; it ahwys
ci

more f1sscntj aJ renJ ity br.hind the

! ::inr~1w1:e whi.ch Lh8 artist w;cs;

woy;-; ;in rnri

r.1im~nt

of

0.Y.pcr·icncr~

the

re~:;uJ.

which :;tarnp0

t

j

j t~;P.]

s al1
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indelibly on Marcel's soul.

It is this revelation that

is crucial to the artist as well as to Marcel.

The

essence of La Berma made visible by her artistic creation reveals her unique world.
Marcel has sensed that Ln Berma is a creritive
artist in her own
she is a

right,olthou~h

performin~

artist.

technically speaking,

Marcel projects in ad-

vance the various qualities that will compose the talent
of La Berma and he is filled with admiration of her
before he has seen her perform.
Marcel is keenly disappointed when he hears La
Berma perform Phedre for the first time.

The trans-

cendent realities that he had been expecting to derive
from her interpretation had eluded him.

Rather, pre-

conceived ideas, intellectual and abstract notions of
what La Berma's interpretation should be had interfered with the reception of a true impression by Marcel.
?·brcel attends a second performance of Ph~dre
rather indifferently.
sought so

~reedily

the actress
nhLc t..o

i~

Inadvertently, that which he had

to attain from the performance of

reveRled to him.

La Berma ls completely

inLcrnalizc all the element::.; that go into her--
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self, emitting in their place a sort of transcendent
radiance, which reflects the essential quality of the
actress, the superiority of her soul.

Every external

element,when embodied into an idea of perfection, a
complete identification of the actres;. with the part,
serves to clarify, purify, render more transparent the
soul of La Herma.

~very

substance comprising the inter-

pretation of La Berma,when pierced by her genius, makes
the soul of La Berma more visible and adds a second
dimension of truth to the work of Racine.

The inter-

pretation of Phedre by La Berroa, in addition to the
reincarnation of

Ph~dre,

comprises a second layer of

truth.
Marcel learns that the genius of La Berma blazes
through all the material of her medium--not merely the
great classic plays.

Mundane works as well reveal the

talent of La Berma; the essential reality that constitutes her soul is transmitted whenever she performs.
Marcel realizes through La Bcrma, the individual
nature of a real impression.

A real impression is

accompanied by feelings of great pleasure and happiness
and often the swift perception of a new truth ensues.
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Marcel discovers that the individual impression reflects an individual character, a completely new unknown element of the particulnr person or work of art
from which it is derived.

CHAPTER V
THE DUALITY OF STYLE AND VISION:

ELSTIR

Notre vie, et aussj la vie des autres; car le style
pour l'~rivain, aussi bien que la couleur pour le
peintre, est une question non de technique mais de
vision.

Ill P• 895
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The paintings of Elstir apparently consist of D
shocking new method of

exposin~

the essential realiLy.

The impact of Elstir's work upon Marcel is profound;
seemingly, Elstir's technique of presenting to the
viewer on canvas the optical illusions which compose
one's first sight is rather simple and superficial.
Closer scrutiny of the paintings of Elstir reveal a
creator of universal stature, who will manifest to
Marcel certain laws concerning the nature of art.
Elstir possesses a direct vision; he is able to
convert the impact of true reality upon himself into
a work of art.

Rather, Elstir uncovers, exposes

transcendent reality as he initially perceives it,
during the split second of his first perceptions.
Elstir deals with raw sensation transcribing it as
the Impressionists do, yielding a true impression when
sifted through the magic lantern of his mind, diffusine his unique vision, uncovering his extraordinary
sensitivity.
The vision of Elstir not only represents reality
cxactl y a!; he sees it; his unique perceptiom constitute
tr:rnscendent. reali ty--nn unequivocal,

ah~;oJ

ute rendering
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of the universe, an objective vision, as well as a
subjective interpretation.
Therefore, an exposition of the universality of
reality manifests the laws that bind tor.ether overtly
diverse or conflicting elements.

Elstir's sensitivity

enables him to view the underlying harmony and unity
behind all things--a pantheistic approach to the
nature of reality.
into view

~lstir

focuses, clarifies, brings

for Marcel an alternative to the queries of

the narrator concerning the basic relationship between
art and life.
Marcel senses the instant that he enters the
studio of the painter Elstir for the very first time
that he is in the presence of a great original artist
who will make apparent to him a unique reality that
had not yet been uncovered.

Certain characteristics

constituting the technique of Elstir will illuminate
the mysterious entity of that whlch constitutes transcendent reality .
••• je scntais 10 possibilitc de m 1 ~16ver

a

une connaissance pn6tique, r6conde An joies,
de maintes formes que je n'avnis pas isol6es
jm;quc-l rlu ~~pee tar.le total de ] a rC'ali tci'.
Et 1 1 ntcJ ier d 'EL;tir m1 apparut comrnc le
l3boratoire d'unc sorte de nouvelle cr{ation

a
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du monde, ou, du chaos que sont toutcs choses
que nous voyons.
( r p. f:~34)
Elstir creates the world anew by
elements with a new dignity.

invnstin~

objective

He deprives these ele-

ments of the qualities of which they normally would
consist, suhstituting new qualities for the former
thus

endowin~

one~,

them with fresh new life, his version of

the essence of the universe.
Le v~~ton du jeune hnmme et la vaeue
efclahoussante avaient prir; une dir;nite
nouvelle du fait gu'iJ.s continuaient b
etre, encore que de[JOurvus de ce en quoi
ils passaient pour consister, la vague ne
pouvant plus mouiller, ni le veston habiller
personne. (IP· g34)
The technique of visual metaphor, metamorphosis or substitution in painting is what is first perceived by the
eye, the impression that strikes, the error of perception that the eye often makes, rather thRn the intervening intellectual process of the mind questioning the cause
of the impression and deciding on a rational basis what
the eye has perceived.

These errors of perception are

a spontaneous and concentrated expression of an individual history; they reveal the existence of an individual
particul<ir vj ew of the world.
we tdnnt.i.fy onf' thj

n1~

They nre

vd t..h nn irnnr;c of

a.L~;o

metaphor:>;

~;om~thinr

el~;c.
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Elstir takes t.hc eye's first. pf>rccption, tr:tnsfcrr; it
to his rectnnrles of canvas, and thus creates a unique,
orie;inril worJd, his own interprctntion of what his eye
has perceived.

The visual metaphors of Elstir represent

the transcription of his innermost being, most basic and
profouno, his vision of essentinl rcnlity, a piece of
the universe, the universe itself, true life as he hns
perceived it.
'l'he pnrticul nr i zed vh>ion of the artist reflects
his own
art.

tr~nsubstantintion

Elstir

i~

of reality into a work of

presented with his first perceptions,

communicated to him as raw sensation.

He is able to

transfer these sensations onto canvas, using the materials of his medium through his gifted artistic cnpacity.
The artist has the ability to seize and arrest a moment
and preserve it for all time hy convertin[. it from
what it has been to an artistic form.
bP.cnu~'c

ture

The work of art,

it stems from rP.ali ty, is an epitome, n minia-

conver~;ion

of real life to n mcaninr;ful form.

J\n

epitome of the universe is n piece of the universe itself.

The paintines of Elstir

~re

miniature independent

slices of the reality of the universe.

Elstir has en-

dmvP.d the reality that he Fercci ves \'oli th perceptible

form.
~!stir

evokes the

feelin~

in his paintine that

each pajntinc has a life, a vitality of its own, contrary to the

vjewer'~

customary concepts of what cer-

tain elements would normnlJy consist.

The

paintin~s

of Elstir continue to P.Xi[;t, stand on their own
statin~

merit~>,

their own coherent truth.

The technique thnt Elstir employs to demonstrate
to the world his

uniq~e

vision, the essential reality

of his impressions, is visual metaphor.

the universe,

arranein~

Elstir recreutes

the various elements of composj.-

tion accordinc to his first perception; each canvas is
valid and recaptures exactly the impression of the
artist as it occurred when the sensation was first
received by him.
Elstir will see things, not as they appear when
the process of perception followed by the intellectual
pr~cess

of identification ensues; the intellectual

method of reasoning persistent in humnn beines that
j mm~d

iri tel y

wit,h the

endow~;

th inr:s

11ercf'ption~;

with mimf!s does not interf erP.

of EJ:;tir.

lie deals

directly wjth
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sensation, before the intellectunl processes ber,in to
work.
Parmi ces tableaux, quelques'uns de ceux qui
semblaient le plus ridicules aux gens du monde
m'intercssaicnt plus que les autres en ce
qu' ils recreaicnt ces illusions d 'optique qui
nous prouvent que nous n'identifierions pas
lcs objets si nous ne faisions pas intervenir
le raisonnement.
(II p. 419)
El~;

ti r will see

thin~s,

not as they appenr Nhen

first perceived and objectively identified by the intellcctual process in humans thnt endows thines with
nnmes, but as they :ippenr durlnr: that
his first

~lance

at them.

~;plit

second of

Objects will thus produce

the effect of optical illusions, rather than of things
as such.
For 8lstir, objects continue to exist but nre
deprived of their customary qualities.

They are en-

dewed with a fresh vision of new real life.

Through the

technique of metaphor, permanence is given to objects.
They are frerd from temporal and spatial contincencics.
· The new vision is real becnuse it is the transcription
resultin[ from the recreation of a real impression
emanatinc from vivid sensations received by the artist.

9l)

NatureJlement, cc qu'il avait dans son atelier,
ce n 1 6tait cu~re que des marines prises ici,
a Balhec. Mais j'y pouvais discerner qu~ le
charme de chncunc consistait en unc sorte de
m{tamorphose des choses reprc'sPnte'es, annlo~ue
ii eel le qu' en poe'~;ie on nomme ,md'taphorc, ct
que, si Dicu le P~re avait cr6e les choses en
les nommant, c'est en leur Stant leur nom, ou
en leur en donnant un autrc, qu 1 F.lstir les
rccre'ait. Les norns, qui de'sir;nent les choses
re'pondent toujours a une notion de l 'jntcl ligence, ~trang~re ~nos impressions v~ritables,
et qui nous force a eflil(liner d'elles tout ce
qui ne se rapporte pas a cette notion.
(IP· BJ5)
The work of art reveals the essential quality of the
mind of the artist.

Objective reaJity is endowed with

value, according to the ment.c:il mnc;ic .lantern of the
artist, who breaks up the habitual clusters of ordinary
perception and realirns them according to his concept
of their worth.

The recomposed elements constitute a

recreation of reality, an expression of the essential
reality of the omniscient artist, reality as he feels
it to be.

Reality exists; the artist creates it anew

when he uncover5 th8 hj ciden rcali t,y thnt

i~;

genera.Uy

concealed from all of us nnd makes it apparent

accordin~

to his particularized vision of it.
The value is all in the painter's eyc--it emanates
from his vision.
du peintre. 11

"Tout Je prix est dans les regards

(II p. 421)

It is not the objective

elements themselves that can be classified according
to a value system; it is the artist's perception of
things, manifested through the style of his work of
art that exposes the essential quality of hi~ mind and
'assigns;~ value to the objective world.
'

'

The artist's

perceptron, which yields his impression, displays not
-only his way of_ seeing things, the newly-created truths,
but ·:also. these impressions display the genius or in'

itirict· of the artist.

The important element is the

,new.truth, created by the artist of genius, the new
y~l~~ system, the fres~ version of the universe.
~esurrection

The

of the objective elements generated by the

~ision of Elstir consists of the creation of the newly.

.

.

discove~~d

.truths and values, not the recreation of his

~ca~lier e~periences.

The original artist is not repre-

i~rit~tion~l or photographic infue ordinary sense.

;is an

ori~inal

Elstir

artist of genius, because he is able to

:take.the optical illusions which compose his first per'· ~' '-

·-.,

'

,-

_;

:~ept~o~s, _isolate the elements that comprise them, and

recompose those
_;

thing~as

el~ments,

rather than reproducing these

,:

he knew them to be.

The charm of Elstir' s work lay

cs~~ent::ially

in his

metamorphosis of the world, in terms suggesting poetic
metaphors, not by some artificial symbolism, but
through those natural optical illusions that would
make it difficult to identify objects.
made.~p 6f

His work was

those rare moments when, instead of looking

at things with the eye that merely discerns already
prec&riceived identities, one views nature poetically,

_bef~~e~i~_has been transposed into what it is normally
-

. . . ..,

to·. be.

assu!ned,

Elstir will make reality apparent, as

it real~y\is,, according to his direct vision of it.
The. ~ptical illusions of Elstir. recaptured on
'

..

'

.

.

canvas
signify
his concept of true reality, the layer
.
.
. :· ·'

·'

,:

.,_

.

~

::

,

~

.

of £ruth ~~n~ath objective elements--the reality of the
·,,,

universe.that he has merely uncovered and made apparent
for ihe,-','.~orld to behold by dint of his instinctive
:'

genius.
'i~e-~eascape~-le port de Carquethuit--by Elstir

to· .illustrate

serves

sub~tit~t~6n.

C'~it

a specific technique of metaphor--

· Deleuzo analyzes the process used by

djre que le style est ~sscrttielJcment
m6tnphore. Mais la me""taphore e~.t e~:;sentiel';·

~·.
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lement metamo.rphose, et indique comment les
deux objets ~changent leurs d6terminations,
echangent m~'me le nom. qui les d~signe' dans
le milieu nouveau qui leur corif~re la qualit6
commune. Ainsi, dans les tableaux d 1 Elstir,
ou la mer devient terre, la terre, mer, o~
la ville n'est dcsignee que par des termes
mar ins, et l'cau, par des termes urbains. I
'Elstir suppresses every boundary line between
the s~~·and
the land of this harbor town; he employs
...
.
-~

. urbari, terrris' for the sea and marine terms for the land,

exchangin.[_{~ £'using, and intermingling the various com.

J

',

posite prifts cif one major element for the other.

He

:needed· 6niy .a'. brush stroke to systematize an entire
:canvas·, to gfve it order.
The foofs of the houses appear to have ships'
'masts upon. them, which give the appearance of ships
'

rest.ing· in d!'Y dock or built upon the land; there is
no d{~iding;line between the sand of the beach and
the ocean j '"men pushing their boats down into the sea
"·

'.'

..~.

~

seem 'to . be.,'moving through the waves as much as through
the

sand~

~The.

entire picture gives the aspect of har-

bors iri.whibh· the sea has converged. upon the land;
'. ..·.,·(,:'

.·::.,

there ~~6marine grottos where people are at work over
·'

-

.

'.

·~ ·;:.:~

i.

Deie'uze,

r··

42 •
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which mspend
waves--these factors combine to
. ships and
.
.
produce a mystical:paritheistic impression of subaqueous
land and amphibious people.
-

,:

''

ir

B~hind

-

the metaphorical exchange of the harbor of

C~rqu:~thui t rests an: intimation of ·tremendous power
, ,._'·.

'

~ :,

'.,... .

. .J

- ···. ·.

".

'~

" •

~

- ;.:

. helci. in reserve' '~-, rn~sc.ular tension, produced by the
.'

;

-;,

.

.·.

~.

pl-~y>o.f·"· ·_c~rtai.n
.elements
of perspective and J.inear
-.
-·
..
.
,·

•'

.. ;
'cont~a~t,
,, .. ;)• -

. .-

'

,,

~

t

subh as. th(:angle of the leaning ships,

tcomp'.ared: with the erectness o.f the warehouse on the
har?or and the upright >little houses .of the town.
.in·~ll,

t~es~

; !

All

people •riding horseback in the water,

,~

the church·· rising from the wate'r, the ship's sail upon
.the~hpu~es

of the town

create;a.~ertain

balance and

absence of ·motion, ·a logical world, sufficient unto
its elf •.

• •

<

Each disparate element_ exists independently, yet

siin~l t~n~o\isly; rela~es ·:and intermingles, giving mean-

eie.ment~, · p~oduc i.ng

!.ini: to· the ''"othe.r'
._:.

>,

; •

•

•

·-

~.

/.

•

•.,

• •

a total meaning-

•

ful ,'experience' exp:essing the unity behind land and
~~;~-

'

sea.

.

4-·.,:·-·.

,•:\

;· - The :varicms :eiements of :.the ·paintings of' Elstir,
.i .. ~· _. __.. '

·-

.

wi thout·(app~rent desir,n, combine to form a powerful,
-

,•

- .:

-

~.

".

•••

multi.form- unj ty.

•

.,

'

~'

h

.

~

1'.3alzac wrote a series of

novel~..,, not
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insisting upon a basic relationship between the various
books; actually every novel related to, combined to
form a basic whole, the monumental cycle La Com~die
La Com~die Humaine expresses the intuitive,

Humaine.

instinctive vision of its creator.

The pieces of a

. giga,ntic. puzzle when fit together form a whole, where
'

0

''•'

'

0

A

eie~ents
re1a£e
to one another, fuse to create a
.
.·

:.; ,··the

.

,,

'

·'

'

:

;c.om1;lete .unit. '·.r~ '1a Comedic Humaine the same char.. .

,~~,

,: .

.

.?cte~s

·: '-~

reappea~: thr,oughout the various books which

'eompose, the .:cycle•, The omniscient vision of Balzac
',;

:,.:br'fngs.; ,· ·tog~ther
various elements to form a co.. ;
'., .the
. .·· ;,· 4.

.~ ~<: ~

;

'.

~er~nt, un{fied whole.

The Ring, a c'omplete operatic cycle by Wagner,
. illtistr~tes musically
the same principle, where the
.,, ::··.
· sam~ ·el.emenh:/or
·ch;~racters continue to reappear
.
., ;

.

. ;_ ....

,

.'

.

.

·~

·,,

•,

..

~

;

,~through~ut
.the· various
works, subconsciously joined
''
.
.

-

'

,.

together
,·.

'•

;,......

by. the ··composer.
. ·,«.,».

"

·.

'

,·.,.

. " Unite ul terieure, ••. peut-etre meme plus reel le
. ,·d'et're ulteri.eurr., d'etre nee d'un moment
,/'ct 'enthou~;iasme o\1 elle est decouverte entre
'. de~; morcea\1.x qui n'ont plus qu'a se rejoindre;
~ii~lt~·qui s'ignorait, done vitale et non
·"1ogique .••.• (III P· 161)
·-

'' !' ::;

~

.

The us·e pf'.· metaphor in Elstir 's style demonstrates the
unit~ tr~nsparente~~a multiform, powerful coexistence

between two conflicting basic elements.

Elstir per-

ceived these basic elements with clarity and poetic
vision; he was able to communicate the basic relationship of these natural elements despite their essential
differences.
Une de ses me'taphores les plus fre'quentes dans
< les marines qu' il avai t pres de lui en ce
.·moment e'tai t justement celle qui, comparant la
~~erre ~ la mer, supprimait entre elles toute
•demarcation. C 'e'tait cette comparaison, ta.cite<ment et inlassablement re'pe't6e dans une mfune
.;:_toile, qui y introduisai t c et te mul tiforme et
puis::>~n.tELuni tef. • •
(I p. 83 5)
:The tec_h.n:i.'que, the various characteristics which
compos.e. th~
:_·style
of Elstir clearly reveal thnt the
, .
.
.

. pai~tfng_s' "t?at he produces closely resemble the lm'; pres·s~onists •. Impressionism embodies several principles
"

.and

.

~

.

"~

.

.:

i~~s:whi'~h ;a~e

rendered visible by the work of

El$tir. ·:. The, Imp~essionist painter can create an unus•.

•;

·~

,, '..'/ i

iCture' ~r.. ·a familiar object, startling and strik-

ual

ing t~e.~iewei.wi~h
a concept differing from what he
,-.,
·,
. - ~ :r".

h>

n~r%~_iiyiac~ustomed to, emphasizing certain laws of

persp~~tivd, wh~~h cause him to reproduce things, not
'_' ..

a~-; hn. kno~E<them to be but accordinr: to the optical
illusions wh{cih'compose ihe viewer's first sight.

Els ti

..

things not

as

he knows them to be, but
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as they appear during that split second of his first
glance at them.

Objects will thus produce the effect

of optical illusions rather than of things as such,
and these illusions might be further magnified or
exaggerated with the laws of perspective.

The Im-

pressionist painter abdicates the powers of intellect
and reasoning, in order to empty himself of any preconceived concepts which might obstruct the full, clear
reception of an impression.

He becomes like a newborn

.babe, a tabula rasa, an empty slate, upon which an
impression can be inscribed.

The first perception of

an impression is sensation.

It is these first fleet-

ing sensations that Elstir strives to reproduce.exactly
as they occurred to him.

The impression produced by

the perception of these sensations is synonomous with
the essential reality of Elstir, and is an impact of
the true reality.

The reproduction of these impressions

reveals the essence of the artist \vhose genius is manifested through his work of art.

Each artist shows not

only his particular univcrse,.but also yields a glimpse
into the general reality.
The Impressionist painter, who begins his task

~n

a state of complete chiJd-like innocence, is con-

fronted with an initial impression of light upon what
he perceives.

As a being stripped of intellectual dis-

crimination, every object has the same value or impertance.

A cathedral is not more important than a school

building, despite the material or artistic merit, for
they both serve to reflect light.

It is not the in-

trinsic quality of the object, but "the effect that the
object .has upon light, a vision of how the object refleets the painter's projection of the way he sees
things.

Chernowitz points out that the artistic prin-

ciples of Elstir are the same as the Impressionist
school_.
No subject is too humble for Elstir, no
material can be 'less' beautiful or 'less'
precious, since the Impressionist painter does
not view things for themselve~ but only in so
far as they serve to reflect light.2
La.dame un peu vulgaire qu 1 un dilettante en
promenade 8viterait de regarder, excepterait
du tableau poetique que la nature compose
devant lui, cette femme est belle aussi, sa
robe r5coit la memo lumiere que la voile du
bateau, il n'y pas de choses plus ou moins
precieuses, la robe commune et la voile 8n
e.lJc-meme jolie sont deux miroirs du rneme

·2·

JVlaur.ico /•. Chernowjt7.., Proust ;:ind Paintin_:.:;_, (Nr~w
York, InLerncitiorwl University Pres~~' 1945) p. l(l/+.
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reflet. Tout le prix est dans les regards du
pcintre. Or celui-ci avait su immortellement
arr~ter le mouvement des heures tl cet instant
lumineux o~ la dame avait eu chaud et avait
cess~ de danser, oll 1 1 arbre 6tait cerne'd'un
pourtour d'ombrc, oll. les voiles semblaient
glisser sur un vernis d 1 or. Mais justement
parce que 1 1 instant pesait sur nous avec tant
de force, cctte toile si fixe'e donnait l'imp~ession la plus fugitive, on sentait que la
dame allait bient&t s 1 en retourner, les
bateaux dispara~tre, 1 1 ombre changer de place,
la nuit venir • • • (II P· 421)
The description of this painting aptly depicts
several characteristics of Impressionist painting:
the arresting of a given instant in time, the transposition of this illusory, fleeting moment onto canvas,
recaptured and preserved for all time; the omniscient
power of the creative artist assigns an intrinsic
basic relationship to the various elements selected,
thus creating a formal order.
Elstir manifests Impressionistic characteristics
in his choice of subjects.
with mythological subjects.

His first period deals
Elstir's water colors de-

picted muses, poets and centaurs wandering about together in a mountainous landscape, rendered at a precise moment of sunset, and with the
that one

mi~ht

convincin~

sincerity

imagine that these creatures belonged to

a race apart, now extinct, but nevertheless historical.
His second period, reflecting almost all Impressionist
ar~

underwent the influence of Japan, not only in

subject matter, but in points of daringly bright color,
general decorative quality and angles of perspective.
Elstir also painted portraits such as Mlle Sacripant,
where a beautiful young woman, actually Odette de Cr6cy,
is deceptively dressed in man's attire.
Whistler painted in the same manner.

Monet and

His seascapes

of Balbec best depict the ability of the artist to
transform concrete reality into a luminous irrunensity,
capturing the special essence that is Elstir.
Other Impressionist laws discernible in his
canvases were contrasts in sizes, such as the lilliputian grace of white

sail~

at the foot. of immense

cliffs, the disintegration of plane surfaces by light
and shade as on the morning sea, the dislocation of a
river, breaking up its continuity completely when
viewed from a certain vnntage point.

The contrast of

light and shade was also discornib.le tn what nppearerl
to be a mirage, in which a castle crowned with a tower
appeared as a perfect circle of mstle, prolonged by a
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tower at its summit and .at its base by an inverted
tower, whether, because the exceptional purity of the
atmosphere on a fine day gave the shadow reflected in
the water the hardness and brightness of the stone, or
·because the morning mists rendered the stone as vaporour as the shadow.

The effects of mirage are due to

the fact that the Impressionist artist e;rasps no details
in his first impression, but more or less a broad view
of the ensemble which renders the scene somewhat vague,
·making objects look confused and blurred, not only in
their outlines but also in their mass.
·~communicates

The artist

the flux of appearances that strike his

eye; no one part stands out more sharply than another;
details are submerged in the whole, all that is perceived is a soft focus.

Mist was a frequent Impression-

ist .device; the brush stroke serves here not to designate form but merely

opt~c

value; it naturally makes

forms appear indefinite and easily interchangeable.
Mist, which attenuates the light, is illustrated in an
El.stir painting where the coldness of the water rises
to cloud the blinding sun, dissolving the forms into
undefined aspects akin to equivocal illusions.

The

sensation of heat as Elstir experienced it is communicated to the viewer.

This water color was painted on

a roasting day; a pile of rocks remind one of a cathedral; yet, the volatile heat has caused them.to crumble
into

du~;t;

the heat has drunk up half the sea, pro-

ducing such a gaseous vaporous state, that reality
·seems to have been destroyed.

Reality seems to have

concentrated itself in the shadows which somehow give
a true impression of life.

Elstirshocks the viewer by

displacing reality from the concrete, recognizable
elements of the painting, transferring it to the most
ephemeral and volatile of all substances--the shadows-which in themselves serve as a metaphor or replacement
for that which they reflect.

Elstir endows the elusive,

transparent shadows with new purpose and essence; the
shadows are given the gift of life.

An impression of

reality emanating from a sensation yields a totally
origin~l

impression completely understandable to others

beside the artist.
Dan~; ce jour oU' .lei .Lumi'd-re avnit comme de'truit

Jri rialite-; ccJl1~-ci. d'tait concenLrCc dnn:; de~;

cr6'ntures
contt·n~;te

~~nrnbref; ct transparcntc~; qui pnr
donnn 1.ent une impression de vie

plus saisissante, plus proche:
. (IP· 901)

les ombres .

lOJ

The various Impressionistic techniques of Elstir
enable Marcel to comprehend and recapture the artist's
original impressions.

Marcel incorporates the sensa-

tions of Elstir into his own psyche, which expands his
own consciousness and

~ealm

of experience .

••. je n'eusse guere pu croire que je re'verais
main tenant d 'une mer qui n' 0tai t plus ·qu 'une
vapeur blanch~re ayant perdu la consistance et
la couleur. Mais cette mer, Elstir, comme ceux
qui re~aient dans ces barques engourdies par la
chaleur, en avait jusqu'~ une telle profoundeur
go-Ot{ l 'enchantement qu' il avai t su rapporter,
fixer sur sa toile, l'imperr,eptible reflux de
lteau, la pulsation. d'une minute heureuse.
(I p. 901)
Thoughtful interpretation of a myriad of artistic
exp~~iences
,,,,

leads Marcel to the discovery that there is
.

a co~relation between the various artistic media.
Elstir, Mme de Sevigne', and Dostoevsky each represent
a different art form; hut

th~ir

method of revealing the

esse9tial quality of their impressions is identical.
'"<

.Marcel perceives that Mme de Sevi~ne, who manifests
her vision by writing letters, is startling.

She pre-

sents things to her readers in the order of their perceptions of them, as does Elstin instead of leading up
to the impression that they have created, by first
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explaining the cause of the impression.
lVIrne

de S6vignef est une grande artiste de la

m~me famille qu'un peintre que j'allais
rencontrer ~ BaJ.bec et qui eut une influence si
profonde sur ma vision des choseE>, Instir. J e

a

me rendis compte
Balbec que c'est de la rrfeme
1
fa~on que lui qu elle nous Pf'.Csente les choses,
dans J.'ordre de nos perceptions, au lieu de
les expliquer d'abord par leur cause.
(IP• 65J)

She paints landscapes with words in the same
manner that Elstir paintstds Impressionistic, metaphorical seascapes and her technique ressembles
Dostoevsky's manner of presentine a character to his
reader •
••• je fus ravi par 6e que j'eusse appele un
peu plus tard (ne peint-elle pas les paysages
de la m&ne fa~on que lui, les caract~res?)
le c-&tef Dostoievski des Lettres de Madame de
sevigne. (IP· 654)
Marcel explains the similarities between the three
artists to Albertine in La Prisonni~re.
Il est arrive que Mme de SefVign6,. comme El stir,
comme Dosto1evsky, au lieu d<> prc;3enter Jes
choses dans 1 1 ordre logiquc, c 1 est-~-dire en
commenfant par Jn cause, nous rnont.rc d'abord
1 1 effet, l'illusion qui nous frappe.
C 1 est
ainsi gue Do:o:toievsky pr6sente ses personnage0.
Leurs actions nous appara~ssent aussi trompeuses
que ces effets d 'f;Istir ou la mer a 1 'air d '~re
dans le ciel. Nous sommes tout 6tonne's apr~s
d'apprendre que cet homme sournois est au fond
excellent, ou le contraire. (III P· 378)
1

Dostoevsky reverses the real and the apparent;
starting from the illusions and beliefs which one has,
he then slowly brings them into line with the truth.
The author's technique of telling the story of a life
is similar to Elstir's breaking up the constellation of
real impressions that we call vision.
The universe of Dostoevsky always consists of
that same novel and unique beauty which remains the
same in all his works--they are fragments of on identical world. ·In &ery one of his novels the woman is
always the same; she has a mysterious beauty and an
apparent good nature, which abruptly changes to a
terrible insolence.

The reader is presented with the

impression that captured the author's first impression-repeatedly, the Dostoevsky heroine is seemingly lovely
and kind, but she suddenly changes her nature, revealing
her true character.
a~

Dostoevsky portrays his characters

Elstir paints his Hnascapes--supprcssing every line

of a demarcation between major elements, creating an
optical illusion, an l<]ui vogue or intermingling of
the elements of the medium, the objects of the painting
or the various traits which comprise a character.

The

optical illusion of the first impression--is eventually

linked with the casual factors, unitin8 them in a visual
metaphor.
Every creative artist, regardless of his medium,
creates the world anew, communicating to the world his
unique vision.

However, everyone of Vermeer's pictures

are fragments of an identical world; he continuously
recreates the same patch of yellow wall, the same open
window, the same color of fabrics and places.

The

port~aits painted by Elstir show not only ten different

people; each one demonstrates the special essence that
is Elstir, communicated to the viewer by an omniscient
brain.
Les parties du mur couvertes de peintures de
lui, toutes homogenes les unes aux autres,
etaient comme les images lumineuses d'une
lanterne magique laquelle e~t '6tef, dans le
cas pr6sent, la t~te de l'artiste ••• (II P· 419)
The study of the works of Elstir reveals to Marcel
the artist's unique method of perception.

Elstir strips

himself of all preconcejved intellectual notions, leav\,

ing "i-limsc Lf nu~;c cpU bJ e to the reception of pure s em;R-

tion; his first sieht of things, which produces a real
impression and exposes the essential
artist.

~eality

of the

Elstir's first perceptions consist of
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11

e'gui vogues, 11 optical illusions of boundaries, subs ti-

tution of one element for another, and optical illusions of perspective.

Elstir tries to transfer his

impression onto canvas, communicating his original
vision, his new creation of the world to his viewers.
Marcel is able to arrive at a total understanding of
the real Elstir, who breaks up the aggregate of impr~ssibns that normally constitute vision, recreating

the

error~

of perception or metaphors that comprised

his first fleeting, sensory illusions.
·.-Instir t~chai t d 'arracher 'a c e qu' il venai t
-~de scntir ce qu'il savait; son effort avait
. souvent §te de dissoudre cet agrl?gat de raison~ nciments que nous appelons vision.
(II P· 419)
Marcel realizes that the genius of the painter Elstir,
manifested through his style, is similar to the technique:~r'.Dostoevsky
write~~.

The~e

their~~ethod

and Mme de

/ . /
s ev1gne

who are both

three creative artists reflect, through

of transcribing their first errors of

perception, their genius--their ability to refract
throug~ their particular medium the identical beauty

that

~hey

create.

CHAPTER VI
THE CULMINATION:

VINTEUIL

••• l'art d'un Vinteuil comme celui d'un Elstir, le
fait appara-}t;re, ext6riorisant dans les couleurs du
spectre la composition intime de ces mondes que nous
appelons les individus, et que sans l'art nous ne
conna~trions jamais?
Des ailes, un autre appareil
respiratoire, et qui nous permissent de traverser
l'immensit6ne nous serviraient & rien, car si nous
all.ions dans Mars et dans vefnus en gardant les mb'mes
sens, ils rev~iraient du mime aspect que les choses
de la Terre tout ce .que nous pourrions voir. Le
seul veritable voyage, le seul bain de Jouvence, ce
ne serait pas d'aller vers de nouveaux paysages, mais
d'avoir d'autres yeux, de voir l'univers avec les yeux
d'un autre, de cent autres, de voir les cent univers
que chacun d 1 eux voit, que chacun d'eux est; et cela
nous le pouvons_avec un Elstir, ave~ un Vin~u~l,
~vec leurs pare1ls, nous volons vra1ment d'etoiles en
etoiles.
III p. 258
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Vinteuil advances the progression of Marcel towards a total comprehension of the existence of true,
profound reality by a creative artist to its ultimate
point~

Each creative artist of A la recherche du temps

perdu transmits his personal essence, his unique view
of the world, which reveals a slice of true reality.
Vinteuil, the composer, reveals his own essence to
Marcel, particularly in La Senate en fa diese and the
effect of la petite phrase in it on Swann; but the com"

, positions of Vinteuil finally

re~eal

to Marcel that

music: approximates most closely an expression of the
reality that is generally concealed from all of us, and
. only'.'made visible through the communication of the im··;.

pression of a great artist through his work of art.

Not

only ''.does the deepest level of art reveal the closed
personal universe of its creator, his unknown country,
but it also unfolds, at the same time, the vast reality
of t6e
universe as a whole, as perceived through the
,-:·-.
extraordinary
vision of the creative artist.
·,~--'

tOne may discover true reality through direct
experience of an essential moment, consisting of a
fragment of time existine in a pure state which reveals
the essence of things; one may also relive the creative
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artist's translation of the essential reality through
direct experience of his work of art.

The compositions

of Vinteuil, especially the Septuor, mbst closely
approximate a direct experience, an absolute recreation of the essential reality.

Marcel will comprehend

more clearly, through the compositions of Vinteuil,
the

e~sential

~essent~.al

nature of the creative artist whose

quality is but a segment of the vast reality

-i~

that

known as the universe.

The creative artist,

~:who i~~ough a knowledge of his own specific essenc~ can
~'

'

,..

1_

-·'

begi~: 'to discover general laws concerning all mankind

; .can
'

'

:

'~,

'

b~~likened
~:

'

to .the : microcosm within
the macrocosm •
...
·,

'

·The ·inner reality of the creative·. artist represents the
vast:reality of the universe.

For Marcel, music is the

ultimate mode of creative expression.

Music seems to

transcribe individual human yearnings, human sentiments
'

.

.

more accurately than any other medium before intellectual'''processes, such as the transcription of emotion into words or the process of reasoning intervenes.

Music

is an example of what might have been, had not the invention of language, t·he verbal communication of one
spirit to another been invented.
perfectly than

~ny

Music expresses, more

othc)r art form, an individunL human

emotion exa~tly as it occurs, without an aim or object,
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before it can be analysed.

Music, a perfect expression

of the effect 6f a sensation upon a human being, occupying a given length of time, is metaphor.

Music gives

permanence to human emotion, recaptures .it more perfectly than any other medium, in its pure state.

Music

is an equivalent of the temporal process; musical form
occupies a given length of time, and is a substitute
or metaphor of .time.
The music of Vinteuil is first introduced to Swann,

a friend of Marcel.

Swann will undergo six different

phases of experierice when he hears the Senate en fa
'
·.
: : . .
di~se'.at subsequen~
<

'

.

.

moments of his life.

He hears it

•

'·'

·for the ffrs;t.· ti~e ...-at·:~ soirefe.
.

He experiences pri-

marily.,pleasurable se~sations, an enrichmont, an expansion of soul as he tries to identify the elements
within~the

music that brings him this happiness •.

a

'Mais
un moment donn(, sans pouvoir nettement
distinguer un contour, donner un nom ~ ce qui
lui plaisait, charm€ tout d'un coup, il avait
cherch{~ recueillir la phrase ou 1 1 harmonie->il ne savait lui-rrreme--qui passait et qui lui
avai t ouvert plm> largement 1 '~me, comme c ertaines odeurs de roses circulant dans l'air
humide du soir ont la propriete' de dilater nos
narines. (I P· 20$)
However, Swanri finds the music unfamiliar and confusing;
he is unabl~.to endow the music and.the delicious sensa-
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tions that it produces with any real substance or
form.
Peut-etre est-ce parce qu'il ne savait pas la
musique qu'il avait pu eprouver une impression
aussi confuse, une de ces impressions qui sent
peut-etre pourtant les seules purement musicales,
inetendues, entierement originales, irreductibles
tout autre ordre d'impres~ions. Une impression
de ce genre, peridant un instant, est pour ainsi
. dire sirie materia. {Ip~ 209)

a

When la petit phrase--the little phrase--emerges
from :the music, :·it carries him away from his initial
..

~

.

impression·s, towards a real state of happiness.

"D'un

rythine lent eile ;1e dirigeai t ic i d 'abord, puis la',
.

' ...,'
.. 1

puis

.

<

·- /~

-

ailleurs,~vers

..

.,,,·:·

,'

,1'

,-'

et precis.-n
: .-(I·
·,·.
.
.

.

.

'-'-

,.

,

p~.

·'

un bonheur noble, inintelligible
·-

The feelings of happiness and

.210)
- .

pleasure
:that
·swanri;:experiences at that moment corre-"
"
~.

'·.

spond.~o

/

'

.

,'

the

.
~ame

.

pleasurable sensations that invade

Marcel';when he<tastes the petite madeleine and he experiences .that.first
conscious impression of true
.
~

.

,, '·'

'

reality •.. •The
joy•····.• that. one experiences upon receiving
'.
_,_.

a work o~ ar~ ~ith a heightened degree of sensitivity
is identical.tb·t~e
joy that accompanies the revelation
.
.
.

~

of the impact of true reality, the experience of the
essential moment--l'essence

gualitative~-when

fully penetr.ated,.,~he essence of all things.

one has
Marcel.
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will come to understand the similarity of the happiness
that both he and Swann experience.
of pleasure evoked by a work of art·;

Swann has a feeling
t~e

pleasurable

sensations that Marcel experiences upon tasting the
netite madeleine are a premonition of something real
which .will ensue.

The sensations of Swann and Marcel

are linked to different types of experiences but demonstrate a similar reaction to an experience of creative
;':,

reality.
.

''·'

.

\

',··:Swann: hear.~,.the Sonate for the second time one
".

year . later at" ,.·the.<salon
of Mme Verdurin.
-.
,.

He recognizes

the c~arming :li~tle~phrase, individual and joyous, that
<

··he loyed
.

~ !~.'·

\

;SO;

.. '. -

,,

' .. '

•, . '

~Jch:

•

:

.

•

'

~ • .,

·'
,II
.,

la :phrase aerienne et odorante qu r il
.

aimai t (I" p. 211) ;·•'.that bore him off to unknown joys
in the months ahead; it seemed to inspire in Swann a
. sort, of moral ~ejuvenation.
subj~~tive

Superceding the primary

effect or creating a

h~ppiness

in Swann,

akin to the happiness accompanying a real impression,
Swahn'.now feels a sort of regeneration, the inspiration .to dedicate his life to more worthwhile pursuits,
to some ideal goal.
create~

in

Sw~nn

A passion for the little phrase

the desire to lead a better life.
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Swann trouvait en lui, dans le souvenir de la
phrase qu'il avait entendue, dans certaines
sonates qu'il s'etait fait jouer, pour voir
s'il ne l'y d6couvrirait pas, la pr{sence d'une
de ces r{alit€s invisibles auxquelles il avait
cess~ de croire et auxquelles, comme si la
musique avait eu sur la secheresse morale dont
il souffrait une sorte d'influence e'lective, il
s e sentai t de nouveau le desir et presque la
force de consacrer sa vie. (I P• 211)

By the time of his third meaningful experience
with the. music':. the little phrase had come to symbolize
·the happiness Of: the love that existed between Swann
and his' mistress·; ~.the somewhat disreputable Odette de
. Crefcy •. ·The lit_tle '..phrase had become,
11

1' air ~national de leur. amour.''

a; tCiken

hT

thei; love,:

~:;o

to speak,

The phrase had become

a mutual pledge

which bound

them together •.·.
Mais peu lui importait, il la consid6'rait
moins en elle-~e--en ce qu'elle pouvait
exprimer pour un musicien qui ignorait l'existence et de lui et d'Odette quand il l'avait
· composee, e~ pour taus ceux qui l'entendraient
dans des sie'cles--que comme un gage, un sou•.,venir do s.on amour qui, ~e pour les Verdurin,
pour J.e petit pianiste, faisait penser A Odette
en meme temps qu''a lui, les unissait.
(I
P· 21S)
: '

But if. Swann has the capacity to receive an impressiort of reality, he lacks the power to translate
his perceptions into a new original form.
hali'-heartedly

~egun

Swann had

an essay on the painter Vermeer;

115

la petite phrase moves him to resolve to continue his
critical studies.

However, he will rather equate

the happiness wrought by the little phrase to his love
for Odette.

Swann is a c~libitaire de l'art, an esthete

who can appreciate a work of art with great empathy and
sensitivity, but who does not have the capacity to
reach his own essence, essential for creating a work
of art.

The little phrase will serve as a metaphor

for Odette's love, by the time that Swann has heard it
four times, wh~~;Odette plays it on the piano for him.
It will serve to
Senate.en fa

~~call

di~~~

their moments together.

The

is.a metaphor, an eipression of the

emotional resp'Crnses of Swann for Odette de Crecy.
Cette soif d 1 un charme inconnu, la petite
phrase 1 1 {veillait en lui, mais ne lui apportrait rien de pr~cis pour l'assouvir. De,
sorte que ces parties de l'~me de Swann ou la
p~tite phrase avait effacl le souci des intefr~ts mat6riels, les consid~rations humaines
··et valables pour to us, elle les avai t laisse'es
vacantes et en blanc, et il e"tait libre d 'Y
inscrire le nom d 1 0dette. (Ip· 237)
The Sonate will serve a variety of purposes for Swann;
but it illustrates throuEh Swann, as it proceeds to ultimately unfold laws of the universe, that the roul is
not an impenetrable and forbidding void; the soul is
the container.for a great richness of sentimentality

1 rc
-,
...•

and emotional alternatives •. The Sonate reaches the
depths of Swann's soul, and successively proceeds, from
being a purely particularized expression of Swann's
happiness, as he receives its impression, to a communicition of its own independent essence and the essence
of the Senate to which it is irrevocably related, to
a final revelation of it as a symbol of the force that
accompanies the.· creation of a new world.
·.As Swann suffers disenchantment and disappointment in hi~ lo~~ affair with Odette, the little phrase
. ~" '

takes ,on. a new
existin~
;''

,.

·~onriotation.

latent· in

~he.mind

The little phrase, always
of Swann, no longer mani-

'

fest~ newly';..'founC:r;happiness and hope; it comes to re-

call boriheur

pe~du.

(: ••• mais Swann y croyai t distinguer maintenant
·du desenchantement. Elle semblait conncdtre
~l~ vanitl d~ ce bonheur dent elle montrait la
.. .voie. (I:p. 2_18)
•·Swann attends a concert at the salon of Mme de
\·'

Saint-Euvert.e. : Unexpectedly, he has a fifth meanini:;ful
encounter with the little phrase from Vintcuils Senate;
it reaches the depths of his being and recreates in
Swann the very essence, the reality of his lost happiness with Odette.- A reminiscence of the time when he
and Odette were -in love

permeat~s

his being, pervades
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.

the inner self of Swann.
,

Au lieu des expressions abstrai tes temps ,oll .i'
~tais heureux, temps otl j':tais aim?, qu'il
avait souvent prononc€'es jusque-1~ et sans
trop sc;,,uffrir, car son intelligence n'y avait
enferme du pass{ que de pr~tendus extraits
tjui n'en~cons~rvaient rien, il ret~ouva tout
c e qui de, ce bonheur perdu avai t fixe" ri jamais
la, specifi'que et volatile essence. (I p. 345)
Th~ litil~:~h~~~e has acquired a new meaning; now
',

·;·.

·it is a:i~b~tituie -i~r, it symbolizes Odette in the
'

' -' ·'·.

,,:.

, ~ays when the two
!·"l

were~happy;

.

the little phrase has

rec~ptured the_ esse~ce ·.,of the mutual happiness that
I

Swann and Odette shared and

fix~d

it unalterably.

The

~ntity of ~he little·p~rase with.its simple a!1d unique

notes is not a chance cr·eati~n; :.r,ather :i.. t. refers to an
·inner reality

unv~iled,

made apparent by Vinteuil, which

it.suceeds i~'comriiunic~ting to Swann.

This reality

.~ff~cts·th~
~hole
gamut~of
hum~n eciotioris.
·, s~~nn, whose
...- ..
.
.
.

.

..

.

.

.

.sen~itivity·i~
at· this momeni ~h~r~ene~
by ~uffering,
.
.
.
.

~

~-

~

c·an ,·conclude fronLth~ _bbj_ecti v_e .reality of' that. phrase
'

.

that the .inner domain". ·.of emotion
f'rom which it sprang
.
and. whi..cf1 ''it expresses .really exi.sts.
,::··

;

·:,

:,

.·

..

'· When the ·1ove between Odette
·and Swann ceases to
.
,

any other int~nse ~J~b:j ec ti vc crnot ion br-Jng~,; a bout J
Swann·r.?rceives n wider reality.

Thrciu.e;h Odette, like
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Marcel's love for Albertine, Swann can gain nothing
more than the experience of what it is to suffer and to
love, and at the beginning, to be happy.

But from the

experience of his grief over the futility of his love,
Swann is abJe to extract the generality that lies within it.· .nLes. idees sont des succElcianes des chagrins."
;,

-.<'.

(III p·~. 906) .·'. Through
his suffering, . Swann will emerge
.
~

;p.ercei·v.ing:.a:.wicter'
.

'•

.-

...

-..

,. '!'.·r·

.

-·

.

~ignificance
•

or Marcel

the same ·concl~_sion
~

' -.

- •• -

l •-

~

•. . •

of music, arriving at

•

in le temps retrouve'.

!

. \/~car il semble que 1 ~€'lement premier ce soit
1'1 Idee, .. et· le ~chagrin, seulement le mode selon
lequel, certa:ines' Idles entrent d I abord en nous.
Mai~ ~l y·~ pl~iieurs familles dans l~ groupe
d'es. Id.6es; ·certaines sont tout de suite des
joies~ . (III P· 906)
'
i'

.-

.

-,

.

,·

.sw~ri~~oei·noi·perceive the process that he is
~

'

- t

.

.

,•"

-·"

.~

'i ·-

undergoing. is similar. to Marcel. 1 s experience in le temps

retro~~,· :hen'::M~t,ce·{··irns
. ,··

icance
'

-

·o'f:
·-.

·:

...

.

.

·-

,

'•'

.

at long last gained the signif-

,

the·~ signs an-d. impressions that ·he had received

, . ·-··:, . .i ._,

.

~

.:- .; , -

'

- .-

';

..

throughout·
life~ ·:swann . realizes, ·like Marcel, that
. . ··,.:
'

:, ',

~---.

from a spe;{fi~·~~b~i6n, like grief or sorrow, one can
"

"•

~

•" !

~

'c

'

~

''

~

,:

< < •

•·

extract\h.e;·g~neral_ity or universality of it and apply
i t to ar(:underst'~nding of transcendent reality.

Swann~;sl.{ctdenly feels the little phrase detach
~· ·, ~ "·--.

\

t-

:'

self r'r~m ·h,is b eing.
1

j

_He had succeeded in keepinr; hidden
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in the depths of his being the painful emotions that
the phrase reflected.

But the Senate had shown to Swann

the riches of his own soul; through the Senate a love
of music had been born in him; he came to look upon
musical motifs as being actual ideals--of another
world, of another order--veiled unknown ideas not yet
penetrated by the human mind.

When Swann ceased to

c_o~sider the Senate and }a petite phrase_ subjectively,
':L'

the domposition.acquired a life of its own.
Mais depuis· plus d 'une anne·e que, lui revel ant
des richesses de son ~me,
;liamoui:de la musique ~tait, pour quelgue
temps au mains, ne en lui, Swann tenait J.es
motifs musicaux pour de veritables idees,
d'iin aut~~:~~nde, d'un autre ordre, id6es
·voil'6es de •. te'n~bres, inconnues, imp{ne'trables
~·!'intelligence, mais qui n'en sent pas mains
parfaitement distinctes les unes des autres,
inefgales entre elles de valeur et de signification. · · (I p. 349)

a lui-~e· bien

The;little'phrase of the Senate communicated an
essence/ 'strength=, ·force or vitality that could not be
·denied, b~sed'·on .certii Ln equivalents--uctual ideas or
motifs in the. mind of Swann, comine; from the closeness
of the intervals between the five notes that comprised
it.

Swann now realizes the

breadth

a~d'd~pth

of the

archit~cture

mu~ic;

and form, the

various musical themes

awaken correspondinc
emotions in a sensitive person.
"
~

,

.'
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Music may evoke an emotional response, serve as a metaphor or exchange for ideas and emotions; the little
phrase stood in for the lost happiness of Swann and
Odette, now the Sonate en fa diese points out.to Swann
that his soul serves as a receptacle for sensations
and impressions and the emotions that they evoke.
Il savait que le souvenir ~me du piano faussait
· encore le plan dans lequel il v6yait les choses
de la musique, que le champ ouvert au musicien n•est pas un clavier mesquin de sept notes,
mais un clavier incommensurable, encore pres-,
que tout entier inconnu, o~ seulement ~a et la,
.. separees par d' (paisses tenebres inexplorees,
· quelquesunes des millions de touches de. ten;
.dresse, de passion, . de courar;e, de sEi:re"ni te,
·•qui le composent, chacune aussi differente des
,_autres qu'un univers d'un autre univers, ont
-e'tef decouvertes par quelques grands artistes
"qui 'nous rendent le service, en eveillant en
nous le correspondant du th~me qu'ils ont
... trouv~ de nous montrer quelle richesse, quelle
variete, each~ 'a notre insu cette grande nuit
· impenetree et decourageante de notre ~me que
nous prenons pour du vide et pour de neant.
,Vinteuil avait -6~ l'un de ces musiciens.
_".(r··P· 349)

.

The little phrase possesses more than strength and
'•·'

vitality~

It.actually possesses real life; the phrase

really exists, it stands by itself, part of the wider
reality of the Sonate, yet independent, given its own
existence.

The little was uncovered by the

~enius

and

the vision of Vinteuil who made it visible for the entire

wor~d.

Only a ereat creative artist with the
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ability to reach his own inner nature, extraordinarily
sensitive, able to describe his own essence, his unique
perceptions, his unique world

inadvertently, simultan-

eously, recreates the universe itself.

The scattered

themes that comprise the Senate contribute to the
logical birth of the phrase.

An unknown, powerful

force brings into view a glimpse of the secret laws
that govern the universe.
0 audace aussi g6niale peut-€tre, se disaitil, que celle d'un Lavoisier, d'un Amp'):ire,
l 'audace d 'un Vinte.uil exp~rimentant, d(couvrant les lois secretes d'une force inconnue,
menant) travers l'inexploref, vers le seul
but possible, l'attelage invisible auquel il
.. se. fie et:qu•il
n'apercevra jamais! (IP· 351)
.....
·'

'

.

',

'.

:,,

The creation· of .th·~· Son'ate, a complete closed world,
consisting only of the two instruments, violin and
piano, seemed to

rep~esent

creation itself.

C •{tait coinme au commencement du monde, comme
s'il n'y avait'encore eu qu'eux deux sur la
··terre, ou plutt1t dans ce monde ferme' a- tout
le reste, construit par la logique d'un cre'ateur et ou ils ne seraient jamais quetous
les deux; cette senate. (I P· 352)
The sonata itself expresses the creative force,
the strength of the artist, akin to God the creator
wh0 also creates thr. universe.

The force which pro-

pelled Vinteuil to create the Senate en f::i dft:?·se h;

the identical force that underlies all creation.

The

secret laws of the unknown force of creation are the
same laws that govern the creation of a work of art.
Music is always associated with the narrator's
emotional experience and gives it its meaning.

Swann's

experience emphasizes this basic relationship between
a musical composition and human sensitivity.

Vinteuil's

short phrase dire6tly affects a sensitive area in Swann
'

.

~

which only it can affect; what the phrase touches in
him.is entirely subjective.

At first Swann likens its

effect·to the.emotions of happiness or suffering associated with his' love for Odette.

Finally, at the Saint-

..

. E~~erte soirefe', he~. tries to understand the strange power
of that 'short phrase--why it can give his inner life so
intense a reality.
ally~the,man

Then he tries to reach intellectu-

who composed that phrase--Vinteuil.

Swann

feels a great wave of pity and tenderness towards
Vinteuil, kin to him in suffering, who from his sorrow
draws superhuman strength, who possesses unlimited
power of creation.

Finally, after the passage of

several years, when Swann has heard the little phrase
at six different interludes

during his life, he de-
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taches himself completely from any involvement with the
little phrase.

It comes to symbolize the static side

of moonlight and the leafy foliage shading an outdoor
restaurant in the Paris suburbs that he frequented near
th~

Bois de Boulogne.

The real life of the little.

phrase has completely divorced itself from Swann's
being; it's force has been arrested.
Au lieu du sens profond qu'il lui avait si
souvent demandef, ce qu'elle rapportait ~
Swann, c'~tait ces feuillages rang~, enroules, peints autour d'elle (et qu'elle lui
donnait le desir de revoir parce qu'elle 1ui
semblait leur ~re int6ieure comme une fcl:-me),
c•ef'tait tout un printemps dent il n 1 avait pu
jouir autrefois, n•ayant pas, fi6vreux et
chagrin comme il ~tait alors, .assez de bienii'tre pour cela, et que (comme on fait, ·pour un
malade, des bonnes choses qu'il n'a pu manger)
elle lui avait garde. (I P· 533)
When Marcel hears the Senate for the first time,
he feels afterwards that he has not heard anything--he
cannot remember anything of it; his memory fails him.
Often, with a complicated piece of ·musi~·, it fakes
longer to absorb its diverse elements•· Until one finally feels that one knows a piece of music, each suecessive time

th~t

it is listened to is still like hear-

ing it for the first time.

Marcel feels that he knows

the Senate perfectly after it had been played two or
three times.

~ '·

..
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What Marcel lacked was not comprehension but
memory.

Memory is faulty in face of a multiplicity

of complex impressions; memory lacks the power of
immediately furnishing us with a recollection of
multiple impressions.

Rather, these impressions assume

a gradual position in the memory.

Music is analagous

to· memory; memory is a pre-requisite accompaniment for
,the comprehension of music.

Music is also a metaphor

of time; it is the aesthetic equivalent of the temporal
process heard ~~ pure form.

Memory, the basic ingred-

·.· ient of music, assumes reality when. it is. heard and
becomes time; the aesthetic form assumes.the
"_.,;

') •,

'

t~mpo~al

~· ,

·.'process ~as 'i't .is :r:;ercei ved; as ~u~'ic'. be.conies
'···;.,

.the

:'

aesthet-

ic equi~alenf of time, music also becomes memory;
. '

.

In

<

··''

·presses a corollary to the concept:.9f ·music as >a meta'

j ••

'·':./

··'-

~:'.;' ;~

phor of both memory arid time.
We have· in Proust the origirial cbricept-~f
as a metaphor of tim~, not conterii;
because of this music is memory's. most '.per->
tinent analogy. Form is apprehended as ...
sensation, what is being formed is time.·.'· '
Marcel's involuntary memories satisfy a.· · ·
necessary condition, the common quality of
being felt simultaneously at the actual , '
moment and at a distance in time. · This.0
quality· is the exact condition music.de~
~emory
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mands of the listener, time connections
make sound intelligible without any reference to the objective world.l
The Sonate brings great pleasure to Marcel when
he hears it, but like life, he absorbs its elements
gradually, in successive moments--he was never able to
succeed in possessing it in its entirety.
requires time to acquire reality.

Everything

The Sonate for a

time had remained invisible to Marcel, but when the
least obvious parts were finally made known to him,
those that he had distjnguished first were already beginning to escape him.
happiness to

So although the Sonate

M~~~el wh~n.he hear~

the composiiiori

'·~~· ~· cd~plete

it, he never

b~ings

poss~ssed

entI ti; he· was ·able 'only

in s~bsequent moments to enjoy all; the pleas~res that
the composition gave to him.

As one does in l'ife, ·its

elements were absorbed gradually, it acquired·~~al life
'.,

-r

for him with the passage of time'.: ·What ·he ctfsc;vered
at once he soon got tired of for :it wasi less'. d iffere~t
0

than what he already knew.

.

'

...

in reserve for us, whose composition is new, ~~ra~~~

1.

.

That which has been held'':

Howard Moss, {he Illa ic Lantern of Marcel Proust.
(New York, The Macmillan Company, 1962 P· 9 ,;
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and confusing to our minds, indistinguishable, but
. preserved intact, shall be loved longer than the rest
because.we have taken longer. to get to love it.

Cen-

turies will elaspe before any ereat work--because of the
genius of its creator who is a harbinger

cxt~aordinary

of his time and unlike ordinary
appreciated by the public.

men~-can

be Tully

The artist is obliged to

launch his work, whether it be accepted or not during
hi~

time.

Vinteuil's work was appreciated posthum-

ously, although shortly after his death, but posterity
increasingly appreciated the full capacity of Vinteuil 's ge.nius.
'

'

~
\

The most obvious, ,easily ' acquired
.

'

.,

,

•'

beauties 'are those that are appr~c.iated first.
which takes longer to get to kno0

'

.,

;.Th.at

shall~be lov~d

longer than the rest.

The Sonate =will func~i6n di~~

ferently for Marcel.

When Swann had heard the Senate

for the sixth and final time, it was recthced t'o·~'erve
''

as a

'~

!'

symbol for places where. he had heard it., Th,e

little phrase had l.ost its wider
Swann.

siEniffcanc~ fo~

..

For Marcel., the Son ate wilJ.. assi~me proporti'c)r1s
1··

,,

,,

·'

J-,·

of universal stature.
The Sonate causes Marc el to

mu~>C

·on the rel a ti on-
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ship between art and life.

The thought nags at him

that there may be another reality behind what he ordinarily sees, and that the clue to what is real may be
contained in a work of art.

Is art more real than

life--can life compensate for the inability to discover
true reality?

Does art contain a profound reality

that exposes our real personality stripped of artifice
and disguise?

Every work of art contains an individ-

uality that also expresses the individµal existence of
the artist--l'essence gualitative--the essential
quality of his sensations, which are unlike those of
any other human ,being which

~ill

be expressed con- ,

stantly, similarily thr6ughout all,his ;~rks of ~rt~
.' •• j 'avais moi.:..meme cte'SirE( d '~re un artiste.
En abandonnant, en fait, cette ambition, avaisje renonceci' quelque chose de reel? La vie
pouvait-elle me consoler de l'art? y avaitil dans 1 fart une reali te plus profonde OU
notre personnalite ve"'ritable trouve une expression que ne lui donnent pas les actions
de la vie? Chaqu8 grand artiste semble, en ·<'
. effet, si different des autres, et nous donne
·tant cette sensation d~ l'individualit{ que :
nous cherchons en vain dans l'existence quotidienne! (III P· 15$)
"
In addition to revealing the character of
Vinteuil, the music of Vinteuil poses another question
to Marcel who wishes to be a creative artist, but thus
far has been unable to decipher the signs an"d irripres-

"~.

,,

sions which would reveal the nature of discovering the
connections between material objects.

Music enables

Marcel to not only descend into himself, searching for
the inner reality that corresponds to transcendent
reality; music will also reveal to Marcel the inner
reality of another person, the essential quality of
his sensations as he perceived the universe with fresh
vision.
La musique, bien diff1irente en cela de la
societe( d 'Albertine, m'aidait 'a descendre en
moi-m~e, 'a y d.e'couvrir du nouveau; la
varie"te' que. j 'avais en vain cherch§e dans la
vie, dans le voyage, dont pourtant la nostalgie m'etait donnee par ce flot sonore qui
faisait mourir ~ c~t~ de moi ses vagues ensoleill.e'es. DivP.rsit-e' double. Comme le spectre
exteriorise pour nous la composition de la
lumi€re, l'harmonie d'un Wagner, ·la couleur
d'un Elstir nous permettent de conna'i:'tre cette
essence qualitative des sensations d'un autre
ou l'amour pour un autre~re ne nous fait pas
~netrer.

(III P· 159)

Marcel imagines that the only work in existence
of Vinteuil was the Sonate for piano and violin •. When
'

a concert at the salon of Mme Verdurin begins, Marcel
.does not

recogniz~

the music,

emb~llished,

harnessed

in silVer, glitterin~ with brilliant effects.

Mar~~l

realizes that he is hearing a composition by Vinteuil
and that he has been plunged into an unknown, vas~·
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universe, one that he had been incapable of imagining
that Vinteuil could have created.
A peine rappelee ainsi, elle disparut et je
me retrouvai dans un monde inconnu; mais je
~avais maintenant, et tout ne cessa plus de
me confirmer, que ce monde 6'tait un de ceux
que je n'avais rnb'me pu concevoir que Vinteuil
e<ft crefes, car quand, fatigue· de la Sonate,
qui e'tait un univers epuisepour moi, j'
essayais d'en imaginer d'autres a~ssi beaux
.. ma is di ff e'rents, j e f aisais seulement comme
ces po~tes qui remplissent leur pr6tendu
Paradis de prairies, de fleurs, de rivi~res
qui font double emploi avec celles de la
Terre. (III P• 249)
The strange new world that Marcel plunges into
with the advent of the Septuor bears certain similarities to the Senate;
phrase from the

Mar~el

Son~te

recognizes the little

and other

phrase~

from it as

well, but they are disguised, transformed, expanded and
enriched, appearing widely different, but actually composed of the same elements.

The·Septuor is for Marcel

a triumphant and complete masterpiece; almost point ··by
point Marcel relives Swann's experience and then
beyond it.

~oes

When he first recognizes the little phrase,

he feels the same deep joy Swann felt at the Verdurin's·
His enjoyment is enhanced, however, because the little

phrase appears in it unpredictable, unforeseen, at the
heart of this unpublj shed compof; i tion by Vinteuil • ·
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Upon hearing the Vinteuil Septuor, Marcel realizes
that the impression he receives from it is transmitted
to him from the profoundest depths of Vinteuil's being,
communicating to Marcel who has the capacity for understanding it, that essential quality of Vinteuil,. the
individual existence of his

personality-~the

fact that

his person~lity exists alone, and that there is none
· other like it.
In comparison to the Septuor, the Senate appears
to be but a timid attempt to seize the essence of.life,
a bare outline of the Septuor, a rough draft.

The

Senate is pale and shy, light but cold, bathed in rain,
emanating electricity, a

ste~ile

vegetable world.

The

Septuor is ruddy, alive with country sunlight, glowing
with the bells of morning and the
cock.

joyou~

cry of the

The Septuor is the Sonate brought to maturity,

existing in full bloom.

Marcel realizes that all of

the other works of Vinteuil were merely essays, dry
runsi preparing him· for the monumental great work that
would encompass all his other cOmpositions and sum up
his findings.

The other works of Vinteuil, were like

the other loves of Marcel's life--merely preparation

for the great love--Albertine--that would consurne his
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being and pave the way, though his grief over the loss
of her; for a greater urtderstanding of the essence of
life.•
Si je considerais maintenant non plus mon
amour pour Albertine, mais toute ma vie, mes·
autres amours n'y avaient -e't~ que de minces
et timides essais qui prefi}araient, des appels
qui rEfclamaient ce plus vaste amour: l'amour
pour Albertine. (III P· 252)
tike Martel's love for Albertine, the compositions of Vinteuil were closed complete worlds, allowing
room for no other premise.

But music, conceived in

the particular world of the individual, expressing
the most extreme interior point of sensation, cannot
continue to exist in the domain of the individual--its
significance is universal and general.

Music does not

merely express one's joy and heartbreak--it expresses
the sadness-and happiness of mankind.
Marcel remarks upon the correspondence between
music and life.

The two conflicting themes of the

Sonate--le motif vo1upteux and le motif anxieux--seem
to symbolize his love for Albertine.
M.fune en celJ.e-ci, je ne m'attachai pat; ~

remarquer combicn la combinaison du motif
voluptueu:x et du motif anxieux rbpondait
davantage maint~n~nt ~ mon amour pour
Albertine, duquPL Ja jalousie avait '6t6 ::n
1:ongtemps tibse.nte que j 'avais pu confe~::;ser D.
Swann mon ii:;norance de ce sentiment.~. (I II p. 1)8)

132

The Septuor will bring about a reminiscence of Albertine
also, but it will promise something much more mysterious
and profound than the subjective personalized emotion
of love.
Et pourtant, ·me dis .1..j e, quelque chose de plus
myst6rieux 9ue l'amour d'Albertine semblait
promis au debut de cette oeuvre, dans ces premiers eris d'aurore. (III P• 253)
The Septuor, in recalling the character of the
composer himself, suggests to Marcel that the composition emerged as a result of the composer's profound
grief and disappointment, yet unwillingness to accept
his daughter's assignation with her lesbian friend, a
complete profanation of a healthy father-daughter relationship based on mutual love and trust.

Yet this

same friend of Mlle Vinteuil who knew how this daughter
admired her father and participated with her in a perverted, sacreligious, sadistic profanation of the
dead composer, was the very one who took the maze of
scribblin~s--hieroglyphics--that

comprised not only the

Septuor, but his other posthumous works as well, and
deciphered, arranged, organized them, brought them to
light,. assuring public acceptance of his work shortly
after his death and immortality as well.

The Septuor proposed to Marcel the enigma of
Vinteuil's human personality.

It seemed to Marcel

that the composer was living, forever-reincarnated
through his music.

T~e

joy that

Vinte~il

when he chose a sound; he was able to

experienced

~xtract

the colour

of each tone, creating a completely new and different
universe, departing from what music is ordinarily
accustomed to be.

Vinteuil

~reates

an original world,

personal. and lasting, communicating the intensity of
feeling of

th~

composer when he created it,

in~xtri-

cably uniting the presence of the creator with the
creation.

The presence of the man is everywhere,

apparent in the septet.

A timid, forlorn Vinteuil,

completely abused in his interpersonal life relationships, experienced such ecstasy in the. transposition
of sounds into the colorings of the universe, especially
the multiple sensations of the creation of full chords,
6reating a veritable rainbow of sounds, that this
original rendering of the universe gave him an increase
of strength to continue along to fresh new discoveries.
Even fragmentation of his work, widely different,
scatte~ed

phrases, the little phrase, the seven-note
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theme of the septet, all unmistakably reveal the same
universe of Vinteuil, revealing his prayer, his optimism, found everywhere through his works, the essence
of Vin teuil..
Ces phrases ·si diff{rentes e'tai ent fai tes des
m~mes 61e'ments; car, de rrre--me qu' il y avai t un.
certain univers, perceptible pour. nous en ces ·
parcelles dispers~es ~a et l~, dans tell.es
demeures, dans tels mus(es, et qui ~tai t
l!univers d'Elstir, celui qu'il votait, celui
oil' il vivait, de m~e la musique de Vinteuil
e'tendait, notes par notes, touches par.touches,
les colorations inconnues, inestimables, d'un
univers insoupconne, fragment{ par les lacunes
qui laissaient entre ell.es les auditions de
son oeuvre. (III P• 255)
Different phrases composed of the same elements
produce in Vinteuil les phrases-types--the typical
musical phrases that are recognizable in every one of
his compositions and classify the work as being unmistakably composed by Vinteuil.

The various fragments

scattered throughout his work appear to be widely
diverse but they are actually composed .of the same
elements;

b~hind

the apparent differences there is a

profound similarity.
· There is a permanance to the elements that compose his soul.

These components characterize what is

unique and individual in Vinteuil or any other

6reative~.

.,,
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artist, and will reoccur in many different forms throughout his compositions.

The little phrase of the Sonate

appears also in the Septuor as do motifs from other
works that seem familiar to Marcel, but they reappear
·disguised, embellished or transformed •
••• je me reconnus, au milieu de cette musique
nouvelle pour moi, en pleine senate de Vinteuil;
et, plus merveilleuse qu'une adolescente, la
petite phrase, enveiopp6e, harnach6e d'argent,
toute ruisselante de sonorit6s brillantes,
le'g-e-res et douces comme des e'charpes, vint ~
moi, reconnaissable sous ces parures nouvelles.

(III P• 249)
Vinteuil will continue to create fragments of an
identical world; everyone of his compositions creates
the same universe--his interior country--variations on
the same theme.
The elements that compose the phrases of Vinteuil
emanate from deep

w~t~in

the artist; his unique accent,

his patrie interieure. and his mode of self-expression
belong to him alone, that n~ other artist can ever re·capture exactly.

The phrases--types of Vinteuil make

apparent the typical habitual manner, true unto himself, in which he constantly views the universe.

The

phrases-types are an expression of hE inner country,
unknown to the world until he brings it to light, which
always remains the same.
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Ce cha~t, diff~rent de celui des autres1 semblable ~ tous les siens, ob Vinteuil l 'avai t-il
appris, entendu? Chaque artiste semble ainsi/
comme le citoyen d 1 une patrie incon~ue, oubliee
de lui-m~e, diffe'rente de celle d'o~ viendra,
appareillant pour la terre, un autre grand
artiste. (III P· 257)
So through the works of art of another, through
their eyes, man can behold the universe, behold the
universe that a creative artist sees, that a creative
artist is, man can behold hundreds of universes.

Man

can escape the reality that confronts him daily; he
· can transcend reality, perceive a

purifi~tj,

distilled

vision, representing the inner reality of another
through a work of art.
The Septuor advances towards a conclusion; two
opposing motifs have been wrestling with each other-le motif douleureux and le motif joyeux.

These themes

have no material substance; they seem to summon Marcel
to a super-terrestrial joy, contrasting sharply with
any previous experience in the visible life of the
narrator.

Rather, the ecstasy experienced by Marcel

upon the resolution of the struggle that announced
the finale of the Septuor was most similar to the happiness that invaded him at certain intervals of his life.
The happiness that Marcel experienced when he tasted

137

the petite madeleine at Combray and he turned inward,
to his own self to discover something essential; the
happiness that Marcel experienced upon composing a
little literary fragment when struck by a vivid impression of three steeples dancing before him in the
distance as he turned a curve in the road--three trees
marking a shady road producing an impression that
wavered mysteriously between the past and the present.
The happiness linked with these still unconscious impressions of reality correspond to the intense joy
that Marcel experiences upon listening to the Septuor.
Marcel discovers with the Septuor that
pregnant with meaning.

a

work of art is

Art is real; art and life are

inextricably intertwined, because a great work of art
reflects real life, the inner life, the essential
reality of its creator.

Marcel was able to recapture

the essential reality, the life force, the unique world
of Vinteuil in his masterpiece of reflection of inner
self:

the Septuor.
Marcel had received impressions during his life,

such as the vision of the three steeples at Martinville,
a vision of true reality, calling to mind the creative
reality that an artist experiences, that summons him to
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create a work of art.

The impression of the three

steeples at Martinville demanded a reaction from
Marcel that expressed itself in words.

The three

trees of Hudimesnil produced a forecast of the most
meaningful revelation of Marcel's life, the essential
moment, which would make possible a beginning of a
creative vocation for Marcel.

These experiences seem

to correlate to Marcel's reaction to the Septuor.
essential moment

The

consists of an impression, emanating

from a sensation experienced simultaniously in the
present and in the past.

These impressions reveal the

essence of reality, which art may also reveal.

They

are fragments of existence withdrawn from Time, extratemporal, free from contingencies, completely real
and serve as starting points or foundation stones for
the construction of a true life •
••• ces impressions qu 1 'a des intervalles
{loignes je retrouvais dans ma vie comme les
points de repere, les amerces pour la construction d'une vie vefritable: 1'impression
. eprouvee devant les clochers de Martinville,
devant une rang6e. d 'arrres pr~s de Bal bee.
{ l II p. 261)

Marcel and Swnnn differ in thei.r respective
hearine;s of Vinteuil 's mm.de and Marcel finds. thnt the
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actual hearing of Vinteuil's music surpasses even the
world created by his imagination.
Et un chant per_Fai t d~j ~ 1 'air, . chant de sept
notes, mais le plus inconnu, le plus diffefrent
de tout ce q·ue j 'eusse jamais imaginef, A la
fois ineffable et criard, non plus roucoulement de colombe comme dans la Sonate 1 mais
ct6chirant l 'air; aussi vif que la nuance
ecarlate dans laquelle le d~but. 6'tai t noy/,
quelque chose comme un mystique chant du coq,
un appel, ineffable mais suraigu, de 1•6'ternel
matin. (III P• 250)
.
The forms of the Sonate serve to liberate the emotions
of Swann; he experiences the Sonate basically as form
set free.

It serves as a. catharsis or a release of

his emotions; a series of emotions--happiness, hope,
disappointment, lost happiness and finally grief-successively, are purged from Swann
of the little phrase of the Sonate.

th~ough

the form

Swann is a sensi-

tive individual who handles the emotions yielded by a
work of art subjectively; the Sonate serves him personally and stops.

Marcel conceives of form as emotion.

Marcel's sentiments are akin to those. of the creator;
he attempts to recapture the emotional quality, the
inner essence of the artist who composed the work.
Marcel will impose limits upon the work of art--a
hermetically-sealed, structured universe.
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The special perception of the creative artist will
attempt to penetrate to the essence of a work of art.
Marcel attempts to understnad the unknown country,
the new universe delineated in the work of art.

He can

find the correspondences, the similarities between the
work of art and the universe, within the framework 6f
the work of art.

The corresponding emotions that are

awakened in him through a work of art are put back into
it in drder to give it more meaning.
tool aidine creation and

Emotibn is a

~omprehension

in the creative

artist; Marcel is an artist--Swann who can only receive
impressions is not.
The Septuor of Vinteuil

communicat~s

the fully

mature impressions, the ·very deepest realizations of
self of which man is capable.

Marcel will experience

firsthand the same revelations as Vinteuil, when he
undergoes a direct perception of the content of the
es~ential

moment, which for him will

re~eal

the essence

of all things, and will enable him to finally pursue
the creative life, consummated with the creation of a
work of art--because he had finally comprehended the
content of true ·reality.

At this moment in time,

Marcel is finally able to understand what Vinteuil
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experienced, when he was able to reach the profoundest
part of his being, when he reached his own essential
nature.
The Septuor transmits the essence of Vinteuil's
penetration into the ~tre--the profoundest part of his
being.

The ~tre is the essential quality, the essence

of things, an essence in its pure state.

Vinteuil's

penetration into his profoundest regions

posed it-

self in the form of a question.

In questioning him-

self, his own essential nature, the answer to the
eternal investigations of Vinteuil came from himself.
Like Marcel, who understands when he tastes the petjta
madelein.e_, that the effect of the sensation is to fill
him with a precious essence, the essence that he is
full of is himself.

His own essence will be the source

of creative energy.· Vinteuil.realizes that true life,
the reality of the universe lies deep within oneself,
far beyond the familiar externals that one customarily assumes to be true.

The answer to life lies

within the creative artist; he responds to his own
queries on the meaning of life and the £un~tion of art
with his own particular accent; his own essence die-
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tates the nature of true
from reason and analysis.

reality-~absolute,

liberated

There is an unlimited number

of tightly-sealed universes, each one created from

nothing, in the silence, in an infinite void, drawn
fr·om silence and from night; e_ach uni verse reveals
the essence of its creator, his particular vision of
reality, and his vision of the totality of reality.
Par l'art seulement nous ·pouvons sortir de
nous, savoir ce que ~oit un autre de cet univers
qui n' est pas le m@Tne que le r!Otre '· et dont
·1es paysages nous seraient restes aussi inconnus que ceux qu'il peut y avoir dans la lune.
· Grae e 'a. 1' art, au lieu de voir un seul monde,
le nSt.re, nous le voyoris se multiplier, et,
autant qu'il y d'artistes originau:x, autant
nous avons de mondes ~ notre disposition, plus
diffe'rents les uns des autres que ceux ·qui
roulent dans l 1 infini et, bien des sie~les
apr~s qu fest eteint le foyer dont il '6manai t'
qu'il s'appel~t Rembrandt ou Ver Meer, nous
envoient encore leur rayon sp6cial. (III P• 895)
The three steeples and the three trees do not
yet have a material existence; rather they hold in
abeyance elements that will eventually solidify.

Marcel

experiences the three trees and the three steeples as

form rather than content; these impressions suggest
entities that will eventually acquire their own
reality.

The reality of the three steeples will be

the little literary fragment that Marcel composes,
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which expresses the impression that the steeples produce in him.

This little literary composition is a

miniscule attempt, suggesting Marcel's struggle to
reach an eventual mode of expression of the reality
within himself that he will come to know.

The reality

of the three trees will be the most meaningful revelation in.Marcel's life; it forecasts Marcel's penetratidn to the very essence of real life--the essential
moment;

t~me

in the pure state, reaching the inner

reality of self, an infinitesimal speck in the broad
spectrum of the universe, which somehow also reveals
the essence of all things.
The Senate and the Septuor differ respectively
to Swann and Marcel.

Both compositions reflect form

rather than ciontent.

Marcel has the capacity to be-

come a creative artist; he comprehends not only the
frirm that Vinteuil has bestowed upon the Septuor, but
th~

inner reality and its accompanying joy of the com-

poser as well; Vinteuil communicates his essence to
the happy few who possess.an extraordinary vision.
The mysterious survival of Vinteuil in his
compositions--the accent that marks his work as be-
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longing to him exclusively, affirming the individual
existence of his soul, the permanent elements that
compose his soul and find expression in his music-suggests the possibility that the .soul survives the
body that harbors it.

Surely the music of Vinteuil,

w·hich recomposes and translates the inner life of
Vinteuil into the form which most nearly approximates
it--music--will remain for posterity and assure the
immortality of Vinteuil's soul.

The septet, the final

result of endless self-questioning, is a transubstantation--the changirig of one substance into another; as
the conversion of the whole substance· of the bread and
wine into the body and blood of Christ; the Septuor
recaptures the inner life where sounds seem to assume
the inflexion of the human being himself, to reproduce that interior extreme point of our

~ensations>

that part of ourselves which gives us the peculiar exhilaration which we recapture from time to time.

It

corresponds, in the musical order of things, to the
waves of joy which intermittently surge up in the narrator and which expresses itself in words.
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Par exemple, cette musique me semblait quelque
chose de plus vrai que taus les livres connus.
Par instants je pensais que cela tenait ~ te
que ce qui est senti par nous de la vie, ne
l'etant pas sous forme d'idees, sa traduction
litteraire, c'est-a-dire intellectuelle, en
rend compte, l'explique, !'analyse, mais ne
le recompose pas comme la musique ou les sons
semblcnt prendre l'inflexion de 1 1-etre, reproduire cette pointe int:'erieure et extreme des
sensations qui est la partie qui nous donne
· cette ivresse sp~cifique que ·nous .retrouvons
de temps en temps ••• (III p. 374)
The Septuor has its .own independent identity, but
that identity is explicable only in relation to a particulai

spiritu~l

composer lived.

atmo~phere,

the one in which the

Vinteuil's ·work. seems to correspond

to a certain spiritual reality--the profundity of
emotion and the capacity for joy, as well as the capability to experience the gamut of other emotions that
characterize the real Vinteuil, which transcended his
outward appearance of a

resi~ned,

inbcuous music master.

The inner strength, the pioneer spirit, the
courage to blaze musical trails by opening up hitherto unknown regions of the soul, originate within the
composer himself.

Vintcuil had the originality to

endow a combination of five or seven notes, merely
a combination of sounds, with a human value.

ThAy are
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endowed with an individual presence, the vision of a
great artist has given them form and expression and
life.

The composer has succeeded in reproducing the

interior, extreme point of sensation in a phrase, in a
composition, the end-points of emotion that exposes
the broad spectrum of possibilities that constitutes the
emotions of man.
The Septuor places Marcel at the threshold of
a discovery that will eventually make him a creator.
He realizes that music inspires in those that have
the capacity to receive it, states of deep sensitivity
which are incapable of analysis and rationalization;
he connects those states with the moments of ecitasy
during which he feels be is living more intensely,
but he cannot comprehend the origin of the sensations
in invoking this heightened sensitivity.

Marcel will

soon reach the conclusion that these fleeting impressions are the presence of his individual soul; they
are his particular equivalent of the enigmatic musical
phrases that communicate the mystery and beauty of
Vinteuil's music.
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The Septuor of Vinteuil communicates to Marcel
the originality of the soul of the composer, his unique
accent, evident in his work, the restless self-questioning of Vinteuil, the form that these questions
take, and the replies to those profound questions
which emanated from the depths of his being.

This

profundity manifested itsGlf to the world in the form
of the

Septuo~,

and answers.

the culmination of a life of queries

The Sonate was a timid attempt to re-

capture basic reality; the Septuor--the final revelation of a life of searching.
artist:

The· reply for the

to behold the entire universe, the answer

lies within oneself.

Marcel receives the result of

Vinteuil's endless searching and suffering as the
impressions of the Septuor recreate their basic reality
within him. Marcel will discover his personal means of
/

reaching basic reality for himself in Le temps retrouve.
A series of sensations perceived at some distant time
in the past and simultaneously in the present exposes
reality exactly as it is, reveals the essence of

things~:

La vraie vie is basic reality beyond appearances, the
profound similarities behind the apparent differences.
Le genie de famille, the phrases-types arc among
; ,- . .
>those

elements that combine to create logical meaning and
order out of silence, darkness and chaos, extracting
their essence by finding their common elements.
These revelations will be committed to Marcel
directly when he stumbles on an uneven paving stone,
succeeded by a series of other blinding sensations.
The creative artists of A la recherche du temps perdu
and the various revelations, arising from sensations
transformed into impressions bequeath to Marcel the
same message that occupied a lifetime search and manifasted itself-in a work of art for the fifth creative
artist of A la recherche du temps perdu:
narrator.

Marcel the

CHAPTER VII
CONCLUSION
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Towards the conclusion of a lifetime of .searching
to uncover what is real and what will consequently enable Marc el to pursue a creative li.fe, recognizable
through the creation of a work of literature, Marcel has
gained the means to achieve his objectives.
The various signs, sensations and impressions
that he has experienced have been of use to Marcel.
They have paved the way to the perception of a greater
reality, la vraie vie, the only life iri consequence
that can really be lived.

The progressive spiritual

revelations of Marcel have finally exposed the essential reality; the essence of things is attainable

..:

' ' ·".;·

through the discovery that. a moment ·ex:i.,~ts' o~tside · ·
time--extra--temporal, time existing in the pure state•
•'

The essential moment is the result of. the

juxtapositi~n

of a past segment of time with the present moment.
The being who experiences this fragment tra~scends
time, has penetrated transcendent reality;:' he 'ha~·
grasped the essential reality.
Theresthetic transubstantiation of the

essentia~·
~

)

reality for Marcel i~; the creation of a work of·. art~· '<:.;
- '

,

' ~ .,>

·''

When Marcel comprehends essential reality, h~ r~alize~·"':

,~ "

151

that his vocational goal may presently become possible.
He wishes to live long enough to create the work of
literature whose existence he had been pondering for
so many years.
Marcel had an intuition when he tasted the.
petite madeleine that the essence that seemed to fill
his beine was not extraneous; that essence was himself,
his own being filled him with pleasure.

Marcel also

feels at this time that he will create for himself the
truth that he is seeking.
The three steeples of Martinville represented
a conscious impression of the happiness that had in-'
vaded Marcel's being again.

A spontaneous little

literary passage composed by Marcel translated the
pleasure of that

impression~

The three trees of

Hudimesnil predicted the essential reality that would
someday be made known to Marcel.

Truth lay dormant,

concealed in a moment wavering simultaneously between
the past and the present.
.j

The essential reality is finally unexpectedly
revealed to Marcel at the H'0tel de Guermantes.

It '

clarifies the sensations, signs and impressions

tha~

'
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had been presented to him throughout his life on various
occasions whose function he had not comprehended.
the purpose of art and the
becomes clear.

The

fathom, springs

fro~

~le

felicit~

Now

of the artist also

whose cause he could not

the existence of the extra-temporal

being that arises within

himsel~

who enjoys time in the

pure state, who can contemplate the essence of things.
Marcel is now able to perceive the underlying reality
behind all appearances.
Each creative artist of A la recherche du temps
perdu demonstrates something essential to Marcel.

The

work of art is composed exclusively of non-material
signs, which are a means of gaining access to the
essences which reveal transcendent reality.

Marcel

senses that the works of -art that he encounters have
something to communicate to him.

The revelations of
\

. ,.

each artist seem to parallel Marcel's progress towards
his ultimate revelations.

Each artist enables Marcel
'-·-·;J

\·:,·

to come a little closer to a perception of the esieritial
:

reality when they reveal their own essence through

-' l :

~ '. '

their~

particular work of art.
,i·

Bergotte is the first artist- whose work Marcel will
come to know and with whom he can identify.
, Marcel re:..
-"
'
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cognizes many of his own thoughts in the works of Bergotte; the occurrence of his own thoughts in the work
of a renowned author gives him confidence to continue
in a literary direction.

The rare archaic phrases,

the marvellous imagery, the musicality, the hidden flow
of harmony running through Bergotte's phrases fill
Marcel with a sense of joy, seeming to emanate from the
deepest regions of his soul.

Marcel first discovers

through Bergotte that every artist has an essential
quality, something permanent within the artist that
cannot be concealed under a seemingly superficial,
pre"ci~ux style.

The central cell of Bergotte is re·,~

-

t. I

vealed in reoccurring idealized phrases and passages
that demonstrate the basic truth of his perceptions.
Le morceau id~al is the means by which Marcel p~rceives
'

the essence of

~,

Bergott~.

,.,,

Bergotte is able to perceive relationships 'be-.·
tween apparently isolated elements.

People, especially
.'

..,·5_
-i.;:.

relatives, exhibit common characteristics.

He is

'able~

to extract the common elements that exist in people
and situations.

Furthermore, the writer points out toj:

Marcel the discrepancy

betw~en

preconceived ideas
'::··;····:

o~.
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people and their actual personalities.

The physical

appearance of Bergotte is unlike the concept that Marcel
had formulated of him on the basis of his books.

How-

ever, there is an exact correspondence between the
speech of the author and the parts of his books where
his form had become so poetic and so musical.

Bergotte

had recreated not only certain characteristics of his ·
speech, but also the common elements of the speech of
his brothers and sisters into his written language.
Bergotte is a genius because he has the -ability
to make use of his personality like a mirror; that is,
to reflect

~hat

he perceives, not on the basis of its

intellectual or social value, but based upon his ability to translate his vision of essential relationships
between.people and situations.

Bergotte did not neces-

sarily prove himself superior in intellect or

refinemen~

to his peers; he merely had the power to cease existing
for himself for a time making use of his genius to::
fl~ct

re-

his life, to transpose his impressions into a

literary form.

Bergotte is an ideal figure to Marcel;·

he yields to him a first glimpse of the essential
realty.
Berr,otte reaJ izcd

n~;

he.

wr1~_; .dyi nr:

that. ho. never
{
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achieved the perfection in his works that every artist
seeks to express; he was not successful in transposinf,
perfectly into his medium his vision of reality.

The

vision of perfection that Bergotte ultimately perceived
came when it was too late for him to do anything about
it.
La Berma also points out to Marcel the danger of
preconceived notions.
formance of

Ph~dre

Marcel attended his first per-

by La Herma with expectations and

with a6stract ideas of what her performance should consist·

The second time that Marcel hears La Berma per-

form, he realizes that he came to her first performance
with too much

anticipation~

intellect, a concept of

perfection, and premeditation of what impressions he
would receive interfered with the reception of La
Berma's vision of perfection.
Marcel expects to derive the unfoldirig of truths
belonging to a more real world from La Berma's first
performance; if the idea of perfection was transmitted
by La Berma, if her talerit had embellished the role,
Marcel did not perceive it.

The admiration that' he·.•··

expresses for La Ber.na after the first performance
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springs from an obligatory imitation of the audience's
favorable reaction to her interpretation.
Marcel attends the second performance of La Berma
with indifference. · Unexpectedly the talent of La Berma
imposes itself upon him.

La Berma has become one with

the part •. Her own presence no longer exists; she merely
serves as a transparent window exposing the work of the
playwright.

Simultaneously La Berma has _added a second

layer of truth to the !"'O'le.

By absorbing all external

elements, efforts and intentions into herself necessary
to create the role, La Berroa dissolves all extraneous
·matter and emits the radiance of transcendent reality
made possible by a superior soul who embodies the
essence of perfection.

The objective elements that.

comprise her interpretation serve as layers of transparency, to make more apparent her soul and the genius.
of her interpretation.

The essence of La Berma communi·

cates the universality of a particular emotion through
the diffusion of her essence.

,,,

La Berma demonstrates to Marcel the individual
distinct nature of an impression.

This impression is·

original; nothing exists to which it can be compared-equiv_al~rit~
it is n form that possesses no intellectual
,,
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It must be judged for itself on its own merits.
performances of La Berma constitute

The

an individual

i

rendering of an impression.
La Berma performs in plays by Racine, as well as

by other lesser playwrights.

She endows ev·ery part with

h~r ~ssential quality; she exhibits to Marcel·thatthe
.

es·,~e~tial

quality of the artist endows the material of

his medium with value.

It is the genius of the artist,

not the intrinsic value of the.matter itself that assigns
value to the work.
Marcel realizes through La Berma that the actress-a c.reat~ ve performer--is a true creative artist.
Elstir demonstrates the mighty powers of creation
to

Ma~6el.

The artist not only reveals his own indivi-

dual essence in his work of

~rt;

he reveals the essence

of .the .universe as well.
·Jhe paintings of Elstir deprive the viewer of
that which he is normally accustomed.

Elstir takes

the qualities of which things usually consist,

~way

substituting new names for the old.

Elstir uses the

le~~nique of visual metaphor--the substitution of one
~

!-; ; "

~

~r·~rn'eiit for anotheP--to instruct the viewer in his view
of:i~ality.

The paintings of Elstir eliminated lines
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of demarcation and substituted one conflicting element
for another.
o~tical

the

..

.

The metaphors of Elstir are composed of
illusions which constitute one's first per-

:

ceptions,
rather than the habitual clusters·or impres. '
·'

', i

r

'.si§n ·th.at result when the process. that names things
,··.,:,,

and· the .process of reasoning have intervened.

Elstir

~~~-a direct vision of reality; he is able to transpose
th~ sensations that compose his first sight rinto canvas

prior to.the intervention of reasoning or any other
'

intellectual process ensues~

.

.

·..

.

,·,

,

'

•.

.· ..

Elstirrecaptures trans-

cen9ent. reality; the optical illusion~' of Elstir signify
.

.

his c~ncept ·of .true reality; he has· transposed· onto
.

.

canvas the layer of reai truth beneath. <:>hjective ele-.

.

,.

.

.

.

'

. ments, beyond ordinary perception.·. Elst.ir reveals the
unique pe'rceptions of his own. world and reveals the
reality of the universe a~ well·.

Elstir's metaphors

~-r·e symbols of the· unit6 transparent:e--the ·underlying
harmony. and unity that. binds all thing's together...;.:.
·even conflicting elements-.:..and reconc.iles ~differences.
Elitir endows
eJ.emcnts ~ith·r~al
lifH tha~ normRlly
.. .
..
"

.

would n()t contDin lLfe, GUCh. as tl1e
his.~airitings.

:;l~aclo~~;·

:i.n one of

The lGminous paintirigs of El~tir arc

159

homogeneous and reflect to Marcel that every creative
arii~~ only has one basic idea to bring to the world,

refl~ctinghis essence and his vision of the universe.

Th(,r/aintings of Elstir are merely fragments of an
I.

~ ~ ~

! .

. • .'

,

~d~nti~al~:~orld,
.

.,

reflections of the artist's personal

·.

Marcel perceives that the technique of Elstir is
not pec.uliar.. t~ painting.

Mme de Sevign~( and DostoevskY

presen.t :the .optical illusions which comprise their first
•

• "

•

•

•

F<,

.-~.

'

sight of .things
readers,

.~o

.io

~They intr6duce their

their readers.

the.ir first. perceptions of a character or a

landscape; things are viewed in their. order of perception, rather than explaining the cause· of
sion.

o~e's

impres-

Elstir shows Marcel that.the principles and
.

.--

techniqu~s

of art are interchangeable frorri one medium

to.the other•
The perce~tions of Swahn are ~nal~goris to; the
primary percept.ions of Marcel.
·,.

,

..

.. ~ :-

.

-

-

S~ann hears the ~o~ate
'

'

;

.

-

.

·~n/fa di~~e by Vinteuil at six different time periods
..

~-"

-

ev.?:~.es .vaf:.~ous impressions from hirrt: a. state of happi-;,'·

nes~, :the desi;e.to dedicate his life to· some.ideal
'->, -

,,

.;~

g~al;,.,the ·little.phrase becomes a symbol of his love
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for Odette de Crefcy; later on, it comes to symbolize
¢

c

:··

h~ppiness

the

that he has lost when his affair with

Odett~_ceased to exist.·
:

~.

-;,·.

,,

~niversal
,. . . '
...
. significance
''•
\'.
~-.• -

-

,~;

.

.

. \.

:

Swann tries to find a more

<

for la petite phrase; but

" .:'.'. ,;·'

,eventually, ,/the :little. p.hrase becomes merely a symbol
0

, .t

~

'l.

-

": ·-.'

:.~.-

\;

'

c

'for ptaces where:: he had heard it played.
· Swami;,
wiil•
never
grasp completely
the significance .·
-·
;
.
·,..
.
.
·.'-

.

'

•.·

'

of Vint~uil;:. he is capabl~ of experiencing the same
pleasurable sensations ·that.
Marcel
undergoes when he.
·,,, .
'
.
'

hears th~·Sonate/.experienc'ing·the impact of.a real·
impression. · However, Marcel,.· who has the capacity to

're~apture the inner realitj of ~he music.will.be able
to translate the impressions of reality that·· he receives.
•

,end~w.'them

and

•

i

•

u~iversal significance.~

with artistic .and

··

·Swann
cannot
penetrate to th.e second
layer of experienc~
;'.
.
.
.
'

·.

.

na~ely ih~ recreatioh~of an~essential.impression; he
. .
.
t;.

. .

:

-

'

·wi11' rem~in. a· celibitaire de l t'~rt •.

· , The :Sonate fir.st appears· to ~Iarc el as metaphor •
.It strike~·. him ~hat music :is the esthetic f'orm .of the
.

:

.

.

-

elTlporal.- process ;--,·mu;j_·~ is· also. a metaphor. for memory
•. ·" ~

. . '.

,

{ :- :;
.-.

v

,,

,. ~

-

·'

-

.

'

'it,, ;l)e~ om~~~,s~· t~iinc....

ll.!3

:

::,

-' --,

f • •.;!

i

·~

,·,
'

;.".

'- -

. -•.

-.,

'

:< , ·) ·.~

.

: -. :·

"

.'.

-

.,,A11 · the other works of· Vinteui.L ·were like t..he
.'

:

•

, .

...

-

·- - .

~

••

:.

other 1.roves of Marcel •. :· 'fhey were merely at, tempts. to

; '.

·· ·
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prepare Marcel for the most important love of his life:
!)<;:~...

. ·,..,·

-;,.,

:Alb~rtine.

The other works of Vinteuil were essays

preparing him for the culmination of a lifetime of
creativity:
:·
- : '

:· ,

.;

. . ~

'

"

the Septuor.
'

. · Vintiieil''recaptured perfectly in the Septuor the
'. ~

.

. '•

- ;,

·'

The previous works of

~nswered:~up~iied;answers to these questions.
•

--

~:

'•'.

•

•

The

<

Sonate ~~~9led.Marcel to perceive that.music is a
means for. ,descending into oneself; music also reveals
••

'"i

l I essen·c e·:. gua~itatfve--the essential quali ty--the exact
composition. of the sensations of ·another, namely the
composer• :. The music of Vinteuil causes . Marcel to
wonder~h~ther ~rt

than

tontains a more pr6f6~rid reality
.·

'
lif~, .the.re~lity

that he had been searching for.

The Septuor-reveals·to Marcel that the work of.
,;",

arf. spring13 :~!rom .:nothing, from an infini ~e void;' it is
drawn ffom\silence
and from.
'
.
.. .
.

·..-.

~-

.

.

night~

a uni ve~se ,· . complete and closed,
•

',rl;e

y

-

.

'

::;,.

!'...

- '

.

'

·.

.

the
work of art
.

i~

'

it is unto its.elf.

-

Sep·t~or--': ca,.ptured the .inner reality of Vinteuil:; it

·~'.i;re~·sed
~he
.,_

.<:,

joy of the composer in·· the process of
··~

'creation,
havin~f the audacity to create·. anew and the
·,
.
'

strength to,discov~r himself and to translate his
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vision of reality .into perceptible form.
self-questioning revealed the

~niqueness,

Vinteuil's
the individual-

ity of each artist, the fact that his soul is individ--·,

ual:and unalterable; therefore, the various works of
--.>

=

"•'--

: ·..

1:

Yipteuil,
appearing
different on the surface are
.
'

~

~ct~~lly

composed of the same elements; the similarities

are· evide~t .bene.ath the apparent differences.
--

·.

'

Vi~teuil'showed

Elstir,·

Like

<"-'i.

-

the underlying unity beneath

,;;,':;

confl~~~fng.eiements; two opposing motifs in the
Septuor. wrestle ~~i th each other until they are rec onciled, J-eaving· Marcel a feeling of true joy,· evoking
an appeal to a celestial feeling of joy that Marcel
wondered.if he.wouldever realize.
.

Music is the per-

'

fedt l~riiuage, becau~e it does re~apture .perfectly the
essential ·qualit'y of the sensations or: another.

It

seen:;~ to express a form of communication that might
-

"i· :.~

,_ .,: ' .

' ... -

.

-

-

have existed ·afnong · in di vi duals had not the invention
j

-~

•

•

•

•

.of language. come about.
•

1

-

.

'·

,

The sound::.; of music recapture

-

~m6tio~·~6re
;accurately
than words can e~press; the
: .-,_
. '·. ··,,,,
;

~

~~otions·haveundergone
analytical processes as they
·'
·- .-.
'·
.

'

·-

'.:'' :

.

.

.

.

have. been'ira~~cribed into words.

Music approximates

most,~,Closei'y _ those individual feelings ~nd recomposes
.
,,·•·.-_.

-

·,"

-

them·' ~-rior to: '.the intervention. of other processes.
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~Music

can assume the inflection of the thing itself; it

can reproduce better than any other art form the most
.extreme interior point of sensation,
The Septuor of Vinteuil through direct experience
,j)-\oyed t~ Marcel that art does correspond to a certain
'

...

'spi~itualreality.

A work of art but music most per-

:,__·,·;-:.:. ,,

/;.

ie'cily transmutes a vision of reality into finite perceptiblci form.

The work of art refracts essence, the

q~aiiiy~b~.an original world.
Marcel~

The Septuor showed

not· only the unique way in which.· Vinteuil. per-

ceived ~he·, uni verse and projected it outside, of himself;
it r~v~~led· a unique world to IVIarccl· th.at. no other
,,
:

.:

-

~rtist.had-.~~er made him see or would.h~ be abl~ to
.

.

.

mak~ 'h.im s.ee •
,·,

.~

~Thus·e~ch creative artist· 6f A la r~cheiche d~

· temps~perdu _whose work Marcel studies e:Xtensiyely. reveals. ano;ther
aspec.t of essential. reality.·:. The revel a,, . ·'

-

'

, ti;n~ ·of ()ne artist are more meanin~ful a~; they succeed
'r;

!•

:•,

-..~he:revelations of previous artists·· . As Marcel pro--;~·

. ._:;, ·...

''::r -

:~gress~? t~1~ough life, struggling to aCqu:Lr.e .the know'

.

,.

1 edge that, will enable him to becorn'e . a writer-, grasp-·

ng, .discovering
pioce.-meal irnportant.informatiori that'
, ..
.
~:

...- '·.·

• .. ~.

'_

'

.

,alternat~ly encourages and dissuades him, it is not

'
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until the splendor of the Septuor is made apparent
to him that Marcel grasps the function of art and the
special qualities that the artist must possess in order
to create.
··revelation.

The Septuor nevertheless remains an indirect
'l'he essential reali ty--the discovery of

bis o0ri essential being coupled with the eventual.
re~elation
'

-·

:.'.'

·,

of the ess-ence of things at the H8-tel. d_e,

/

Guermantes--gives
Marcel the precise
direct.knowledge
.
.
.
.
',.
,

,,. ,,

'

.

._

.

that

be~requires

to become a creative

~rtist

himself.
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